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ABSTRACT 
 
Race to the Top (RttP) was used to focus school reform on the improvement of 
teaching through teacher evaluation based on student growth data. Papay (2012) was 
among the researchers who argued that “evaluators must be well-trained, knowledgeable 
about effective teaching practices, as defined in the standards, and able to analyze 
observed practices to determine how well teachers are meeting those standards” (p.135). 
Hill and Grossman (2013) claimed that, in the current era of reform, content-area experts 
were the best means of supporting teachers and helping them improve their practice. In 
light of this assertion, music supervisors have vital expertise, yet they are seldom 
represented in the music education research literature. 
Craig’s framework of knowledge communities arising on the knowledge 
landscape was essential to this inquiry. I made the assumption that, because music 
supervisors interact consistently with teachers as well as other administrators, their 
knowledge landscapes are complex, and I wondered which knowledge communities 
shaped music supervisors’ professional practice, and also how their story constellations 
were shaped in the midst of education reform brought about by Race to the Top. 
Through narrative inquiry, I was able to depict the lives of myself and two other 
  viii 
music supervisors. We recorded six conversations, and I created transcripts from those 
recordings. The participants and I engaged in co-construction of an interim text until each 
of us was satisfied that the transcriptions sufficiently illustrated the complexity of his or 
her temporality, sociality, and place.  The final research text was represented in script 
form as ten scenes related to the themes we uncovered, and I subsequently interpreted 
those scenes. 
In our story constellations, reform stories were about trying to link evaluation of 
student growth to evaluation of teachers with no model to follow, while our stories of 
reform were about moving to a system where multiple sources of evidence were brought 
to bear in teacher evaluation. Our reform stories expressed fears that lack of validity in 
student growth assessments would eventually dishearten teachers, but in stories of reform, 
we expressed that teachers should be deeply engaged in considering how their students’ 
growth was best demonstrated. 
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CHAPTER 1: NARRATIVE BEGINNINGS 
On Being Observed in Student Teaching Practicum 
It was January of 1997. Finally, after three and a half years of classes, lessons, 
papers, and observations, I finally was going into a real classroom for my student 
teaching experience.  With my knowledge and interest in elementary music, I was placed 
in a strong elementary instrumental program near my university.  I was assigned to a 
cooperating teacher who had seven years of teaching experience; however, I was his first 
student teacher. We taught in two elementary schools, spending four days in one school 
and one day in the other school. Before my first “official” day, I visited his school to 
meet him and see the school.  I was so excited for that first day to arrive.  Finally, that 
cold day in January I showed up at my new school bright and early.  My cooperating 
teacher welcomed me with a big smile and a sign on my new desk wishing me luck. I was 
off and running!  
On that first day, on our lunch break, he gave me a sheet of paper with 3 questions 
on it. He asked me to think about why I was teaching music, what my philosophy was, 
and what I wanted my students to take away from me.  These were questions that 
honestly terrified me to answer, and I was so worried about giving him the “wrong” 
answer.  I wasn’t sure what my philosophy was—I was so excited to be in a real school 
with real students, I wasn’t really thinking more deeply than that. He told me not to worry 
about answering these questions now, but he asked me to keep them and think about them 
over the course of my student teaching.   
Over those beginning few days, I began working with the students in a limited 
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capacity, primarily watching my cooperating teacher in his day-to-day job. I realized I 
had a lot in front of me: getting to know the students, the curriculum, the schedule and all 
of the other things about starting in a new school.  From the beginning, I was completely 
engaged. He truly was an outstanding teacher, and the kids responded to him both 
personally and musically.  I could see right away that this was what I wanted to look like 
as a teacher.  I was anxious about actually getting up in front of the kids on a regular 
basis, but was eager to get to work. I remember being so nervous about having someone 
watch me while I taught, but my cooperating teacher had such a gentle way about him. I 
was comfortable to share my opinions, and to ask him questions about how he did things 
and how he planned things because of the trusting relationship that we were developing.   
As the weeks progressed, I began team-teaching with him.  Teaching alongside 
him, I was able to start having a hand in teaching the material but I still could rely on 
him—he would help me out when I stumbled. I’d take over sections of the lesson or the 
rehearsal and then he’d pick up where I left off. I never felt like I was being talked down 
to by this older and more experienced teacher or that I was being told how to do things.  
Instead, he asked me questions. I was encouraged to really think about what I wanted and 
what I was doing. We talked and discussed what was going on in the classroom.  He had 
a good program set up, and his students were great to teach. They responded well to me 
as I was learning how to teach.  After a number of weeks together, my cooperating 
teacher and I began to develop a deeper professional relationship; I could call him a 
mentor. 
I finally began teaching full time in lessons and began rehearsing my own pieces 
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with the ensembles.  The first time that my cooperating teacher left me alone in the 
classroom with the students was both terrifying and exhilarating.  I knew I was 
developing the confidence to do this on my own, but having the full responsibility of the 
classroom for that first time was scary.  However, my cooperating teacher was always 
there to talk to when the lessons and rehearsals were over.  We would talk about how 
things went, where I struggled, what questions I had; anything and everything was fair 
game to talk about.  Still, rather than telling me what I ought to be doing, he gave me a 
lot of things to think about.  I felt like I was beginning to develop my own identity as a 
teacher, yet under his watchful eye. 
Within the 16 weeks of my student teaching, my cooperating teacher watched me 
teach every day.  No one had a more intimate view of my development as a music teacher 
than he. Despite my inner shyness, I quickly became comfortable with him watching me, 
mainly because he was always there. I knew that after the lesson, I could follow up with 
him. I knew that he wouldn’t talk down to me, but he would talk with me and ask me to 
find the answers myself, while he was acting as my coach. Knowing that he wanted me to 
succeed, I wanted to do well. 
Finally came the day when my university professor was scheduled to observe my 
teaching.  I had a good relationship with this professor, but the formality of his visit 
scared me. My cooperating teacher helped me prepare a formal lesson plan.  I played the 
class in my head over and over again before the visit, trying to troubleshoot what might 
go wrong, finding the points where I could demonstrate my progress to my university 
professor, and trying to memorize the order of what I was doing.   
   
4 
On this first visit, he primarily sat in the back of the classroom, watched, and took 
notes. In later visits, he got involved with the students and me in rehearsal, in an informal 
way. I enjoyed these opportunities because it gave me an opportunity to work alongside a 
master teacher. Although the observation had a more formal quality, there was still a part 
of it that felt friendly and relaxed to me. After my university professor observed, we 
would meet together to go over his notes and feedback.  
Still, I found I was much more nervous with my university professor’s 
observations than with my cooperating teacher’s observations. I was still nervous 
generally, and my university professor ultimately was responsible for my practicum 
grade, so the stakes were higher when he was observing. The first observation went very 
well, and I got a lot of positive feedback from my university professor.  The second 
observation did not go as well, and I felt like I all my planning and teaching were being 
criticized.  My cooperating teacher had to soothe my ego after the second observation, 
and he asked me to reflect on different parts of the lesson.  I vowed to do better when my 
university professor arrived for my final observation.   
As my final observation in student teaching neared, I became very nervous. I 
wanted not only to impress my professor, but also I wanted my cooperating teacher to be 
proud of me. I taught this lesson with my professor and cooperating teacher sitting in the 
back and watching me.  It was a success. My professor commented on how far I had 
come and how much I had grown as a teacher during this time.  He commented on things 
I did well, and things that I still could improve. My cooperating teacher added to the 
conversation as we talked about the students, and how they were doing, and both of them 
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engaged me in questions that made me think critically about my teaching. I left 
inspired—I knew I wasn’t perfect, but I felt like I had a good foundation. I felt like I was 
ready to take on the world and teach in my own classroom.   
Before my last day of practicum, my cooperating teacher pulled out the list of 
questions he had given me on that first day.  We discussed these and he commented to me 
that he didn’t expect that I would be able to definitively answer these questions right 
now, but that these were important questions to revisit as I began my teaching career.  I 
got my recommendation letter from my cooperating teacher, and he told me to feel free to 
contact him when I had questions or needed to reach out.  I was excited to think that now 
our relationship would turn into that of colleagues. 
My First Formal Evaluation   
With a wonderful and successful 16-week student teaching practicum behind me, 
I began to apply for jobs. I was hoping to get an elementary instrumental position, not 
only because it was my only experience in student teaching, but also because it was really 
where I wanted to be teaching.  When a K-8 band, general music, and chorus position 
opened, I was a little wary about teaching general music and chorus. But I figured I had 
some experience from my college classes, and that I could figure it out. I applied, got the 
job, and began to prepare for that fall.  
 I had no idea how hard it was to start out alone in a new classroom.  My student 
teaching had been in the spring, so I had no experience in how to start at the beginning of 
the school year. I now had the responsibility of middle school band, with which I had no 
previous experience.  Along with general music and chorus responsibilities in one of the 
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schools, it was obvious that I had a lot on my plate.  
 I learned quickly that being the only music teacher in a school building is very 
isolating experience. No one in the building taught the content I taught, so there was 
suddenly no department to lean on or ask for help. As I reflect on that time, I recognize 
that I did what I knew how to do, made up the rest, and pressed on.  I worked all day 
teaching, and then went home at night and spent hours preparing the lessons for the next 
day.  My goal at this point was just to be able to do something when those kids sat down 
and looked at me with their expectant faces.  I quickly felt the pressure of my own type-A 
personality wanting to do this perfectly. I was still very nervous about anyone observing 
my teaching—I didn’t want anyone to see me struggle or mess up. I could figure this out 
myself, right?  
 Soon, the district music supervisor let me know that he would be coming in to 
conduct his first observation of my teaching.  He let me know the day and time that he 
was coming, and he asked to see my lesson plan in advance. We figured out which of my 
group lessons he would stay to see, and I got to work on a lesson plan. I had no 
relationship with this supervisor, except that he was on the hiring committee, but I really 
wanted to impress him and show him I was capable. I wrote a beautiful lesson plan in the 
way I was taught during student teaching practicum, and I sent it to him in advance, but I 
scripted the lesson plan for myself. The night before the evaluation, a part of me felt 
excited to show off the cool things I was doing in the classroom, the lesson plan I written 
so carefully, and the great the relationships I was making with my kids. 
 The next morning, I got to school early, prepared my teaching space and went 
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over my lesson plan. When he arrived, I greeted him in the office at my school and 
brought him to my classroom.   We made small talk for a few minutes about the lesson.  
As my students began to come into the room, he pulled up a chair behind where the 
students would sit, sat down with papers and pen, and began to write.  I was a little 
unnerved to see him writing immediately, and I wondered what he had already observed.  
I turned my attention to my lesson group of students, ready to execute my fantastic lesson 
plan, and stared with dismay.  Three of the students were absent, which made it 
impossible to do the group activities I had planned.  Two of them forgot their instruments 
and immediately began rattling off all the excuses they had for why they didn’t have 
them.  I took a deep breath and jumped into my lesson, but with less enthusiasm because 
it was obviously going to be less than perfect.   
 I got through that first lesson group, trying to ignore my supervisor scribbling 
furiously on his pad in the back of the room, and I moved onto my second lesson group.  
This group was more prepared, and I sighed with relief--I taught the next lesson feeling 
more confidence. As I finished up, I dismissed the kids, and I had a brief 15-minute break 
before my next students were to arrive. My supervisor asked if he could stay to go over 
his notes, and although this was my only break of the day aside from lunch, I agreed. In 
that 15 minutes, he gave me a recap of everything I did, and he focused the conversation 
primarily on all the things that were wrong about my teaching. I quietly sat and listened 
to him.  At the end of the 15 minutes, he signed his name to the bottom of the form, and 
he handed me the carbon copy for my records. He smiled at me, told me he enjoyed the 
visit, and then he left.   
   
8 
As I looked at his handwritten text, I felt shaky—I wasn’t sure what I was 
supposed to do next.  I wasn’t entirely certain about what I did wrong, and I was even 
less certain about how to fix it.  As my next lesson group came in, I began to panic. Was 
this lesson plan not as good as I thought it was? Was I going to do something wrong to 
these students and not know it?  Deflated, I put away his notes in my file cabinet. In the 
following days and months of that school year, I intended to read my supervisors notes, 
yet I never again looked at that piece of paper. I continued to do what I knew how to do, 
and I learned from trial and error in the classroom.  Because I was still near my university, 
I reached out to college friends and professors to ask questions and get ideas. Some 
lessons I did went well and others didn’t, but I tried to learn from my mistakes.  
My supervisor’s observations continued in a similar manner for two years. I 
began to think that maybe teaching wasn’t for me, but there had been nothing else that I 
ever wanted to do other than to teach music.  Could this really be the end of the road?  At 
the end of my second year, feeling frustrated, stressed out and isolated, I left that job, 
electing to go to graduate school. When I told my supervisor that I was leaving, he had a 
look of genuine shock, and said, “But you’re one of the best teachers that we have!” I 
remember looking at him in genuine disbelief.  Nothing from him up to that point had led 
me to believe that I was a good teacher.  We shook hands, he wished me well, and just 
like that, my first teaching experience came to an end.  
On that last day of school in June, as I was cleaning the final things out of my 
desk, I came across the folder of observation notes.  Every single one had been 
handwritten, signed, and then put into my drawer, never to be looked at again.  
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Becoming the Evaluator 
After graduate school, I returned to teaching fourth and fifth grade instrumental 
lessons and band, in a different state. The school district music department consisted of 
nine other music teachers, and we were led by a music supervisor who also taught at the 
high school. In my eighth year of teaching in this position, my music supervisor told me 
of his plans to retire, and he wanted to know if I was interested in applying for the job.  I 
had never really thought about it before, but I realized that, indeed, I was interested.  
With no administrative experience under my belt, all I knew was what I had observed 
from administrators that I had worked with, and in all honesty, most of that wasn’t great.  
I decided I needed to enroll in an administrative licensure program where I took a variety 
of courses and completed an administrative practicum.   
During that program, I had a one-semester course on supervision and evaluation.  
For me, this was one of the scariest areas of administration, not only because I had not 
had the best experiences with supervision personally, but also, because as an 
administrator in this district, I would be observing and evaluating people who had 
become colleagues and friends. I don’t remember much about the topics in the course 
itself, but I do remember having to complete a couple of sample observations.  I was 
fortunate that one of my colleagues was also a good friend, so she let me observe her 
teaching and bring my write ups to my class.  In the class, we shared our experiences of 
observation, what we personally observed about teachers. We turned in our write-ups and 
received a grade.  
 The following year, my supervisor announced his retirement. I applied, 
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interviewed, and got the job.  I had to begin my transition from colleague and friend to 
supervisor and administrator because I would have primary evaluation responsibilities for 
the teachers in my department. At the time that I started evaluating, the system was very 
impersonal, and—dare I say—boring.  I was required to conduct three formal 
observations of each teacher, where the teacher provided a lesson plan and presented it to 
me in a pre-observation meeting, I conducted the observation, and then we met in a post-
observation conference.  I set up a grid of all the teachers in the department and planned 
when I would conduct their observations over the course of the year. My first observation 
was of the teacher who had let me observe for my class. She was a good friend and an 
excellent teacher, so I knew the observation would go well.  She prepared her lesson plan 
for me, we had the obligatory pre-observation meeting, and I showed up to watch her 
teach.  I scripted out her lesson as she taught it, and I made notes about everything that 
was going well, so that I could mention those things in the post-observation conference.  
Then I began to get nervous.  As her supervisor, wasn’t I supposed to help her improve 
her teaching?  Naturally, I thought that if my role was to help her improve, I would need 
to find something that went wrong in her lesson. I began to be distracted from the flow of 
her lesson, as I struggled to find something that was really wrong, so that we would have 
something to talk about.  When we met for the post-observation meeting, we had a nice 
conversation. Because she was a friend, conversation came easily.  I was a little worried 
about offending her with a critique, but she genuinely was a great teacher, and she was 
open to observation and feedback. We talked about the good in her teaching, and I shared 
a couple of suggestions.  We finished up, signed the forms, and that was that.   
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 With a first observation and conference under my belt, I went to conduct the 
second observation with a different mindset. I couldn’t just say all good things, and I 
needed to focus on the areas that need improvement. The second teacher I observed was a 
colleague, but I didn’t know her as well as I knew the first teacher I observed.  I received 
her lesson plan in the pre-observation meeting and we went over it. Then, I showed up 
the next day to observe her, thinking I knew what to do. I began scripting the lesson, but 
as the lesson went on, I saw many things that needed to be improved upon. I frantically 
tried to write down everything I could find in a short time, but I realized I had to find 
something positive to tell her in the post-observation meeting. As I completed the 
observation, I realized I had another challenge on my hands; this teacher was known for 
being difficult, and if I told her what I really saw, there was a good chance that she would 
not be receptive.  I ended up presenting her with a compliment sandwich—I began with 
something I liked that she did, something that she could improve on, and finished with 
something good.  After this meeting, I began to feel unsettled.  What was the point of all 
of this?  
 At the end of the year I, like all supervisors, had to complete a form where I rated 
each teacher in nine different categories including teaching and classroom management, 
and wrote comments to support the ratings. Ratings were Outstanding, Excellent, 
Satisfactory and Unsatisfactory.  I struggled to complete these forms. I re-read each 
teacher’s three evaluation write-ups for the year, but there wasn’t enough information in 
those write-ups for me to feel as if the ratings were fair or warranted. I had only been in 
each classroom for three days out of the 182 days in the school year, and I began to 
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recognize that there was no continuity between evaluation write-ups.  Because 
observations were spread throughout the year, and they often happened with different 
kinds of classes or grade levels, I had no evidence to say definitively that the teacher had 
improved in a particular area.  Without enough information to either raise or lower an 
individual’s rating, I defaulted to Excellent in all categories, and I wrote kind things 
about everyone’s teaching.  This was exactly what the previous supervisor had done with 
my evaluations when I was teaching full-time, and those summative evaluations had no 
meaning to me. All the work I had done probably wouldn’t have much meaning to the 
performing arts teachers.   
 The early years of being an evaluator caused me think about the purposes of 
evaluation, why I was conducting evaluations (was I even qualified to evaluate 
teachers?), and how on earth this process was supposed to help improve teaching or 
overall school climate. I was just replicating a process I knew, and imposing a process I 
had found uninspiring on teachers who were also friends and colleagues.  How could I 
make the process more meaningful?    
Research Problem 
 Many music supervisors enter into administrative roles after first being a music 
teacher, and in some cases, they continue to teach in addition to their administrative 
duties.  Therefore, their knowledge landscapes are complex.  Clandinin and Connelly 
(1995) used the term professional knowledge landscape to conceptualize the contexts of 
teaching and learning as narrative constructions.  They wrote: 
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A landscape metaphor is particularly well suited to our purpose. It allows us to 
talk about space, place and time . . . . Understanding professional knowledge as 
comprising a landscape calls for a notion of professional knowledge as composed 
of a wide variety or people, places and things.  Because we see the professional 
knowledge landscape as composed of both relationships among people, places 
and things, we see it both as an intellectual and moral landscape. (pp. 4-5) 
 
The people on the professional knowledge landscape of a music supervisor include not 
only music teachers and students, but also other administrators, such as school principals 
and other academic subject-area supervisors. The places include music classrooms, 
typically at both elementary and secondary levels, and concert halls, as well as 
administrators’ offices. Music supervisors understand teaching music in all its 
complexities, and they have experienced being supervised and evaluated in their roles as 
teachers.  
Clandinin and Connelly (1996) wrote about a dichotomy that existed on teachers’ 
professional knowledge landscapes: Teachers’ experiences occurred in the classroom 
where they interacted with students.  The stories teachers told in that space often were 
secret stories, perhaps told only to a few other teachers. However, teachers’ experiences 
occurred in out-of-classroom places as well, which are “filled with other people’s visions 
about what is right for children” (p. 25). Clandinin and Connelly referred to these visions 
as “imposed prescriptions” (p. 25).  In the out-of-classroom space, teachers “often live 
and tell cover stories, stories in which they portray[ed] themselves as experts, certain 
characters whose teacher stories fit within the acceptable range of the story of school 
being lived at the school” (p. 25). Teachers crossed the boundary between the in-
classroom space and the out-of-classroom space multiple times daily. As Pembrook and 
Craig (2002) described, teachers have a “matrix of stories: teacher stories—stories of 
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teachers—school stories—stories of schools” (p. 789).  They went on to say that 
teachers’ professional knowledge landscapes are “complicated places where much is 
known about its attributes ... and little is known about how the multiplicity of attributes—
both known and unknown—come together to shape teachers’ experiences and sense of 
themselves as professionals over time.” (p. 809).  
Music supervisors, too, cross the boundary between these two spaces on the 
professional knowledge landscape. They are sympathetic to teachers’ secret stories, and if 
they are still teaching in addition to their administrative duties, they may have secret 
stories of their own. The out-of-classroom place is challenging for music supervisors 
because they, like teachers, can feel at the lower end of a “metaphorical conduit from 
theory and policy to practice” (Clandinin & Connelly 1996), particularly when new 
reforms are pushed down for school accountability by way of teacher evaluation.   
Darling-Hammond (2013) claimed that problems with teacher evaluation were 
apparent beginning in the 1980s, when there were “few systems that allowed teachers to 
set goals and receive regular, useful feedback along with systems that could support both 
learning and timely, effective personnel decisions” (p. 2). Currently, teachers themselves 
describe evaluation systems where, if there is a follow-up conversation after an 
administrator’s observation, it seldom includes discussion about how to improve practice. 
Additionally, teachers believe that administrators have little training for evaluation and 
are responsible for too many teachers to provide effective professional development 
(National Board Resource Center, 2010). Hill and Grossman (2013) were among the 
researchers who argued that subject-specific observation instruments and content-area 
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experts within school districts were the best means of supporting teachers and helping 
them improve their practice. In light of Hill and Grossman’s assertion, it is reasonable to 
assume that music supervisors have expertise that may be vital in the current era of 
school reform, yet their stories of their knowledge landscapes have not been captured in 
narrative inquiry.  
Knowledge Communities 
 On their professional knowledge landscapes, teachers and music supervisors alike 
meet others who help shape stories that are lived, told, relived, and retold. In these places, 
“communal places where teachers meet all the other people and ideas connected to the 
educational enterprise” (Craig, 1998, p. 2), knowledge communities are formed. Craig 
described knowledge communicates as “safe places lodged on the professional 
knowledge landscape where teachers negotiate and re-negotiate meaning with others”. (p. 
372).   
According to Craig, teacher knowledge referred to Clandinin’s definition (1992) 
of personal practical knowledge: 
It is knowledge that reflects the individual’s prior knowledge.  It is a kind of 
knowledge, carved out of, and shaped by, situations; knowledge that is 
constructed and reconstructed as we live out our stories and retell and relive them 
through processes of reflection. (Clandinin, 1992, p. 125) 
   
But, beginning with her dissertation research, Craig (1992) wanted to consider how 
personal practical knowledge could belong to a group of teachers.  Her first influence was 
Fish’s (1980) interpretive communities, defined as individuals who share an interpretive 
strategy for reading a text. Craig noted that in Fish’s notion of interpretive communities, 
there was “a dialectical relationship between the subjective and the objective and the 
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personal and the public,” which was “consistent with Dewey’s view of [experiential] 
knowledge” (p. 167). Consequently, Craig turned to Dewey’s concepts of common, 
community, and communication as a framework for defining knowledge community. In 
Democracy and Education (1916), Dewey asserted that individuals “live in community in 
virtue of the things which they have in common; and communication is the way in which 
they come to possess things in common” (p. 9). Communication and community were 
fundamental to Dewey’s theory of experience. However, Dewey also addressed the 
“unconscious influence of the environment” that could affect “every fiber of character 
and mind” (p. 17).  So from Dewey’s point of view, an individual’s communication was 
shaped by a community at the same time the individual participated in the creation of 
community through communication. Thus, Craig’s definition of knowledge community 
became: 
Groups of two or more people who meaningfully associate with one another.  The 
people in our knowledge communities are the people with whom we story and 
restory our narratives of experiences. . . . Furthermore, the people in our 
knowledge communities listen to and respond to our stories of experience.  The 
meanings we hold for the shared experiences become “transfigured” (Dewey, 
1934) as we both shape and are shaped by our knowledge communities in 
professional knowledge contexts. (Craig, 1992, pp. 168-169) 
 
Although Craig’s initial interest was in the knowledge communities that beginning 
teachers sought out, she later expanded her interests to the knowledge communities of 
more experienced teachers.  
Some of Craig’s work on knowledge communities focused on a long-term study 
of T. P. Yaeger Middle School as its teachers and administrators were engaged in 
curricular reform (cf. Craig, 2007, 2009, 2010). To the matrix of teacher stories—stories 
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of teachers—school stories—stories of schools, Craig (2007) added community stories—
stories of community and reform stories—stories of reform, and she began referring to 
her narrative approach as “story constellations” (p. 177) as a robust way to capture paired 
stories at a particular place and time.  Although Craig’s exploration of curricular reform 
was not strictly parallel to current education reforms, she nonetheless represented some 
of the issues surrounding teacher evaluation in the midst of a national reform agenda:   
• Evaluators can get caught up in the broader rhetoric of reform and consequently 
miss local, lived stories 
• Among teachers, there are different versions of professionalism, and therefore 
different ways in which professionalism is enacted 
• Mistrust in the evaluation process typically occurs when the teacher’s version of 
professionalism goes unacknowledged 
• There is a long history in education of a theory—practice—reform divide that can 
cloud teachers’ and administrators’ humane relationships and good intentions 
toward evaluation (Craig, 2010, pp. 1297-1298).   
Craig did not inquire specifically about the knowledge communities of school 
administrators in her research, yet it stands to reason that music supervisors form a 
variety of knowledge communities, both with music teachers and with other 
administrators.  Within those knowledge communities are different versions of 
professionalism and how professionalism is enacted. Particularly due to a music 
supervisor’s unique place on the professional knowledge landscape between teachers and 
other administrators, there exists ample opportunity for mistrust to occur, buffeted by an 
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historic theory-practice-reform divide. A study is needed that captures music supervisors’ 
knowledge landscapes and knowledge communities through their story constellations in 
the midst of new education reforms that include multi-dimensional teacher evaluation.  
Need for the Study 
Clandinin and Caine (2012) suggested that “we need to justify narrative inquiries 
in three ways: personally, practically, and socially” (p. 174).  The narrative beginnings at 
the outset of this chapter are a way to position myself in relationship to the knowledge 
communities I have formed with other music teachers and with administrators. More 
specifically in these stories, I am positioned in relationship to new education reforms.  
Currently, music administrators are pulled in multiple directions: first they rate and 
evaluate teachers to support school district accountability; second they encourage 
teachers’ growth and development; and third they teach and are evaluated. On a personal 
basis, my research puzzle is one of being caught at the lower end of a metaphorical 
conduit funneled from federal and state government policies toward the daily work of 
music teachers and students. I have little voice in the education reforms that are funneled 
through, yet I have genuine empathy for music teachers and desire for evaluation to result 
in music teachers’ meaningful and continuous professional growth.  
Annual evaluations for all teachers are required in most U.S. states (Rotherham & 
Mitchel, 2014; Jiang 2015); however, traditional approaches to teacher evaluation have 
not provided comprehensive information to understand the effectiveness of the teacher. 
Past models, more managerial in nature, gave teachers little reason to be engaged in the 
evaluation process. For school administrators, utilizing a “one size fits all” approach to 
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evaluation has proven troublesome (Maranzano, 2000). Music education researchers 
similarly have shown that observation instruments designed for general use have not 
worked well in evaluating music instruction (Grant & Drafall, 1991; Taebel 1990a, 
1990b). Hill and Grossman (2013) concluded that subject-specific professional 
development and coaching were most effective in improving instruction; therefore, the 
content expertise of evaluators optimized the value of observations both for purposes of 
assessing teacher effectiveness and for encouraging continuous improvement of practice 
(p. 381).  
New models of teacher evaluation have not been limited to formal classroom 
observations; instead, a variety of observations, student growth data, conversations and 
collaborations with others teachers, and student feedback have been included. 
Researchers have questioned the reliability and validity of value-added models (VAMs) 
currently in use (American Statistical Association, 2014; Baker et al., 2010; National 
Research Council & National Academy of Education, 2010), and there has been little 
agreement among the states about how observation should be weighted in comparison to 
student-growth measures in terms of any teacher’s overall effectiveness rating. The 
inclusion of multiple measures and the lack of consensus on how they should be used 
have added to the complexity of teacher evaluation and made subject-specific evaluation 
in areas such as music more challenging.  
In light of this research on teacher evaluation, the practical justification for 
narrative inquiry is to demonstrate music administrators’ story constellations, particularly 
their stories of supervision and stories of reform. These stories circulate within a broad 
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discourse of school reform.  As Raths (2002) suggested: 
Perhaps it is more reasonable to see research less as providing road maps for 
practice and more as suggesting alternative views that serve to make our 
conceptions more complex and complicated and to prompt our reconsideration of 
our own current views and practices. (p. 758)   
 
The complexity of the story constellations, supervision stories—stories of supervision—
reform stories—stories of reform may be of practical use to other music administrators 
and to music education researchers as they attempt to navigate practices in the current era 
of school reform.  
 In justifying the study socially, I consider how this study might challenge or 
extend theory.  As new models of teacher evaluation are put forth, many education 
researchers follow Papay (2012) in arguing that “evaluators must be well-trained, 
knowledgeable about effective teaching practices, as defined in the standards, and able to 
analyze observed practices to determine how well teachers are meeting those standards” 
(p.135). Furthermore, researchers contend that teacher evaluation has multiple purposes: 
It should be used not merely for employment decisions, but also to promote teachers’ 
professional development (Doyle 1983; Marzano 2012; Papay 2012).  Music teachers 
expect to be evaluated fairly, and a music supervisor has the content knowledge to help 
ensure better evaluation.  Therefore the role of the music supervisor is important, and as 
Theissen and Barrett (2002) suggest:  
The research community in music teacher education clearly needs to turn its 
attention to the changing roles of music educators within the landscape of 
educational reform. . . . As expectations for school reform heighten, so does the 
need to conduct research that situates music education and music teachers as 
integral elements in the “change story” of schools. (p. 781).  
 
Still, stories from the perspective of school administrators rarely have appeared in 
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narrative inquiry, and little has been written about the music supervisor. Although Craig 
has written narrative studies about school reform, and specifically about knowledge 
communities formed in the midst of those reforms, administrators have appeared only 
tangentially in those studies. This study adds to the theoretical understanding of 
knowledge landscapes and knowledge communities by exploring landscape of teachers 
and the landscape of administrators in which subject-area administrators, such as music 
supervisors, live simultaneously.  
Purpose and Guiding Questions 
 The purpose of this study was to investigate the lives of music administrators as 
narrative constructions and examine the contexts and knowledge communities within 
which those narratives are shaped. The following questions guided the study: 
• What stories do music administrators tell about their experiences of being 
evaluated? 
 
• What stories do music administrators tell about supervising and evaluating 
teachers? 
 
• How are music administrators’ stories of evaluation related to their stories about 
school reform? 
 
• What kinds of knowledge communities do music administrators form to tell and 
retell their stories of evaluation and stories of reform? 
 
Orientation to the Study 
 This research study has been a personal journey as much as it has been a 
professional one.  In this chapter, I began with my own personal story of becoming a 
student teacher and being observed in the student teaching practicum, my first formal 
evaluation as a full-time music teacher, and finally my transition from teacher to 
   
22 
supervisor, becoming the evaluator.  In my own re-telling of these stories, I came to see 
new meaning in teacher evaluation and the role of the music supervisor. I suggest that the 
stories of music supervisors tell can shed new light on the evaluation process, and that 
these stories need to be told. In Chapter 2, I situated my study in a review of the literature 
that shaped and influenced my ideas about knowledge communities and teacher 
evaluation.  In Chapter 3 I showed how I used the tools of narrative inquiry to create the 
texts for this study.  I arranged Chapter 4 in ten scenes, as if each were in the script of a 
play.  In the style of Cheryl Craig, each scene was designed to represent a story 
constellation. In Chapter 5 I interpreted these narratives and their relationship to 
knowledge communities and teacher evaluation. Finally, in Chapter 6 I summarized my 
study and suggested its implications for music education practice and further research. 
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CHAPTER 2: LITERATURE REVIEW 
I began my research journey as a music teacher, and all my interests were related 
to my students’ learning. The in-classroom experiences were what I knew, I could always 
find books or articles on topics related to my teaching, and I used scholarship to improve 
my practice. When I made the transition to my new position as a music supervisor, I 
found myself in unfamiliar territory, and there was no scholarship at my fingertips to help 
me improve my practice.  Although I was still engaged with in-classroom experience as a 
teacher, I now was dealing with out-of-classroom experiences also.  What happened in 
those out-of-classroom spaces—how I dealt with them—mattered to the other performing 
arts teachers and to the students in their classrooms. To coach and mentor teachers, to 
help them learn and grow, is a big responsibility for any supervisor.  It requires more than 
just leadership, but also content knowledge, thoughtfulness, and vision.  But those of us 
who are content area supervisors have been thrust into a new world of teacher evaluation. 
Not only are we supposed to observe teaching and provide for their professional 
development, we are supposed to rate their effectiveness, based at least in part on 
students’ achievement.  
I begin this review of literature with narrative inquiries that feature knowledge 
communities, the spaces on the professional landscape where stories of in-classroom and 
out-of-classroom experience are shared. Cheryl Craig and her students have authored 
most of these inquiries. I share defining characteristics of knowledge communities, as 
well as how administrators are portrayed in this literature and the dual roles that they 
play.  Finally, I conclude with evidence of knowledge communities from music education 
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research.  Although there is limited information that specifically deals with this topic, the 
studies presented here all are thematically related, and they focus on the importance of 
creating spaces for music teachers to pursue authentic learning experiences.   
The second part of this literature review focuses on teacher evaluation.  This is a 
topic with a long history, and therefore I narrow my focus to what many consider to be an 
era of accountability, beginning with the landmark publication, A Nation at Risk 
(Gardner, Larsen, Baker, & Campbell, 1983). I describe major changes in teacher 
evaluation policy reform from the 1980s to the present, along with corresponding models 
of effective teaching.  Next, I present dual purposes of teacher evaluation, and the 
challenges that this duality creates for administrators.  Finally, I present research that 
discusses the experiences of music teachers and their administrators in teacher evaluation.  
Knowledge Communities 
  Knowledge communities, as defined by Craig (1992), are “groups of two or more 
people who meaningfully associate with one another.  The people in our knowledge 
communities are the people with whom we story and restory our narratives of 
experiences” (p. 168). Craig and Olson (2002) underscore that knowledge communities 
are “safe, storytelling places where educators narrate the rawness of their experiences, 
negotiate meaning, and authorize their own and others’ interpretations of situations” (p. 
116). Retaining these fundamental constructs of two or more people, safe spaces, 
storytelling, and authorizing meaning, Craig’s research over two decades has highlighted 
the qualities of knowledge communities that ground research on teachers and teacher 
knowledge. 
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Intentional or emergent. In Craig’s early research (1995) she followed Tim from 
his student teaching practicum experience into his first years of teaching. Craig first 
mentioned, “Tim had shared time, place, and situation with a particular group of people 
in his practicum” (p. 169). As he became employed, Tim no longer could rely on the 
practicum group, so he relied on his stepmother, who also was a teacher. Craig 
foreshadowed Tim’s entry into school administration by showing how he formed a 
knowledge community with Rhonda, who was “highly involved in school activities” (p. 
171) during their first years of teaching, and Rhonda was promoted to a leadership 
position. The shifts in Tim’s knowledge communities demonstrated how knowledge 
communities can be intentionally formed, such as the practicum group, or emergent, such 
as Tim’s knowledge community with Rhonda.  
Originating Events.  In later research on knowledge communities, Craig 
suggested that some sort of event typically precipitated the formation of a knowledge 
community. For instance, the teachers in the School Portfolio Group (Craig, 2007) were 
from five different schools leading a particular literacy reform, but the teachers became a 
knowledge community because of their concerns about how they and their schools might 
be represented in formal evaluation. According to Craig, the relevance of an educator’s 
knowledge communities depended on his or her circumstances. Throughout their careers, 
educators formed various knowledge communities, but there are lasting effects from 
participation in any specific knowledge community. An example of such lasting effects 
came as Craig described, how Pamela left the School Portfolio Group (2007) and 
articulated what she learned about the importance of listening:  
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Being in the School Portfolio Group has been a wonderful experience…It has 
been very helpful…A lot of times I just sat back quietly which was really good 
for me…because I could really listen.  Other people had the same things going on 
and they understood. (Craig 2007, p. 626) 
 
Coherence around Stories of Educational Experience.  Craig (2007) noted that 
stories of experience often cannot be discussed or told in the school context.  In a 
knowledge community, stories not only are shared, but they also receive critical response 
from other participants, often in a way that creates new interpretations and new 
possibilities. In her stories of the school portfolio group, Craig conveyed how Hope, a 
teacher, and Pamela, an assistant principal, acknowledged and affirmed the challenges of 
communication in a dual-language school. Each person’s educational experiences 
resonated with the other, and their conversations opened up the new possibility of adding 
visual images to the text in the portfolios (pp. 625-626). Olson and Craig (2005) 
expressed a related notion for knowledge communities of  “telling stories and giving 
stories back” (p. 165), which helped to develop a shared language out of which meaning-
making occurs.  The Portfolio Group remained together as a knowledge community for 
several years, eventually writing narrative research together, and they discussed how new 
vocabulary developed in response to “practical experiences that had previously been 
sensed, known, manifested, in practice, but had gone unnamed” (Curtis, Reid, Kelley, 
Martindell & Craig, 2013, p. 183). Craig (2007) confirmed that knowledge communities 
were not driven by the “traditional hierarches” in schools or dependent on “conventional 
views of power, authority and the hierarchy of knowledge” (p.621).  Instead, knowledge 
communities were bound together by common experiences of the participants. 
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Bridging Communities.  In the educational setting, teachers often are isolated 
from one another.  For instance, music teachers may be the only ones in their buildings, 
and music supervisors are likely to be the only ones in their school district. Craig’s 
research (2007) suggested that knowledge communities often served “as bridges to 
connect what is happening in one school site with what is happening elsewhere in the 
educational enterprise” (p.621). When Craig referred to the educational enterprise, she 
expanded beyond schools and school districts to state and federal government 
policymakers, and even to international education agencies.  
Moments of Tension.  Clandinin and Connelly (1995) described a long history of 
teachers receiving knowledge from researchers and policymakers through the conduit, 
which they perceived as stripped-down theoretical concepts, devoid of historical context 
and personal interaction. “Nothing comes through the conduit as merely theoretical 
knowledge to be known and understood,” they wrote; “it always comes as an implied 
prescription for teachers’ actions” (p. 14).  Knowledge received in this way created 
tension on the professional knowledge landscape. Participation in knowledge 
communities provided an outlet for teachers and gave them ways to deal with such 
conflict and tension. Craig (2007) mentioned the “power of small groups to inspire and 
influence change” (p.621) as part of what helps teachers learn and grow. In addition, the 
“gulf between teachers who are humanly knowing and acting units of change and schools 
as non-human units of change is consciously addressed” (p. 621) in knowledge 
communities.  
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School Administrators in Knowledge Communities 
 Craig (1995) focused her research on Tim’s personal practical knowledge in his 
professional knowledge context, but Victor, the school principal, made many appearances 
in Tim’s stories.  In one story, Victor presented the staff with the school mission 
statement “to develop a regenerative work environment which will ensure high quality 
student education and professional wellness” (Craig, 1995, p.163). The mission statement 
was received knowledge, and the teachers had no input. “Tim’s knowledge, in turn was 
influenced by the language and directives dictated to him in his professional knowledge 
context” (p.163).  In this instance, Craig showed that a school administrator was an 
outsider to a knowledge community, and perhaps unwittingly, he created tension on a 
teacher’s professional knowledge landscape by passing knowledge down the conduit.  In 
contrast, when Craig (2007) wrote about the school portfolio group, she included Pamela, 
an assistant principal at a dual language school, who had both administrative and teaching 
responsibilities. Pamela was part of an originating event, where five institutions were 
identified as lead schools, and teachers became concerned about how their schools would 
be portrayed in a subsequent evaluation. Craig described the knowledge community in 
which Pamela participated as “keenly tuned to the particularities of teachers’ experiences” 
(p. 625).  
So, in Craig’s research on knowledge communities, school administrators are 
portrayed both sympathetically and as outsiders. Pamela is portrayed more 
sympathetically perhaps because she has both teaching and administrative 
responsibilities. This description is not unlike music supervisors, who consistently find 
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themselves at the boundaries between teaching and administration. 
Knowledge Communities in Music Education 
Storytelling is a powerful tool with which we can understand human experiences 
and interactions.  According to Clandinin and Connelly (1991):  
If we accept that one of the basic human forms of experience of the world is as 
story…and if, further, we take the view that the storied quality of experience is 
both unconsciously restoried in life and consciously restoried, retold and relieved 
through the process of reflection, then the rudiments of method are born in the 
phenomenon of narrative.  Deliberately storying and restorying ones life…is, 
therefore a fundamental method of personal (and social) growth: It is a 
fundamental quality of education (p. 259). 
 
In 2002, Pembrook and Craig suggested that music teacher education should consider the 
use of narrative inquiry as a way of thinking about teachers’ knowledge and experience in 
order to “balance the proliferation of research” in music education that examined 
“historical and quantifiable conditions” (p. 809) in the lives of music teachers. By 2009 
Barrett and Stauffer demonstrated possibilities for narrative inquiry in music education 
with a collection of studies in Narrative Inquiry in Music Education.  Barrett and Stauffer 
suggested that narrative work offered a “means to reconceptualise the ways in which we 
think about music engagement, music education, and inquiry in music education” (p.1).    
 I searched for narrative research in music education that featured knowledge 
communities, and I found few studies. However, intentionally formed communities of 
teachers have appeared in the literature as collaborative inquiry groups.  One of the main 
themes in the studies that follow is the creation of spaces for music and other arts 
teachers where they can pursue authentic professional learning. Teachers who spend their 
time mainly in isolation need opportunities to collaborate together. These learning 
   
30 
communities are places, according to Cochran-Smith and Lytle (1999), that “support 
teachers as they generate local knowledge, envision and theorize their practice, and 
interpret and interrogate the theory and research of others” (p.299), similar to 
intentionally created knowledge communities.   
Collaboration for music teachers can take on a variety of forms. Stanley (2009) 
examined the experiences of elementary teachers involved in a collaborative teacher 
study group (CTSG).  The four teachers met with Stanley seven times to analyze video 
from each participant’s classroom and discuss the elementary music students’ 
collaboration that appeared in the videos. The teachers took turns hosting the study group 
meetings in their homes.  
After reflecting with the teachers, Stanley found that there was evidence that 
participating in the CTSG changed teaching practice.  One teacher said that the CTSG 
had “immediate relevance to their teaching practice” (p. 296) and helped change the way 
she viewed her students. Another teacher said that the CTSG helped her become more 
intentionally reflective. All three teachers indicated that the “CTSG was a form of 
professional development that partially combatted isolation for these teachers” (p. 297). 
Stanley commented that the teachers benefitted from making their teaching public 
on video, and she recommended,  “only by seeing what actually goes on in music classes 
will we strengthen our basis of professional knowledge on which to build improvements 
in teaching and learning. Furthermore, she indicated that, by taking on multiple roles in 
the community, each participant was helped to invest in the process and take ownership 
for the group and its ideas. 
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In another form of teacher collaboration, Meier (2012) used collaborative inquiry 
groups (CIGs) as a type of professional learning community.  This group used documents 
not only to represent experiences, but also as entry points to story sharing and 
conversation. Meier analyzed art and music teachers’ stories of professional learning as 
they engaged in their CIG.  The narrative analysis provided focused on the teachers 
indications of shifts in thinking about teaching and learning. Meier concluded that 
“Teacher’s stories of experience, elicited by visual and written documentation of 
classroom life, were important to understanding their experiences.” Through the CIGs 
that were created, teachers found an environment in which to share.  Meier said, “sharing 
documentation of practice in a collaborative inquiry group offers teachers a view of 
personal and subjective experiences over time, a method of sustained professional 
learning as inquiry into one’s own practice and the practice of others” (p. 7). She 
continued by saying that teachers who engaged in collaborative groups were able to use 
inquiry, sharing, and discussions as a “process for envisioning possible futures while 
reflecting on specific moments in a life of teaching” (p.9). 
In one of the only music education dissertations to explore knowledge 
communities directly, Greene (2015) studied music cooperating teachers, and how “their 
narrative authority was revealed or strengthened within an intentionally formed 
knowledge community” (p.vii). Greene presented the stories of her participants’ 
established practices, influential relationships, stories of tension, and stories of possibility. 
She wrote that the knowledge community came to understand that they did not want 
student teachers merely to imitate their practices. “By making our practices public, we 
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want our student teachers to understand how personal practical knowledge is constructed.  
We want to help student teachers become aware of and tell their own stories.”  
Furthermore, as the knowledge community examined their stories of tension together, 
they were able to imagine new possibilities. Greene concluded: 
When no one is forced to participate and when there is no deadline for a product 
or report, members of a knowledge community can develop capacity to listen for 
and respect one another’s experience and knowledge. . . This makes an 
intentionally formed knowledge community a particularly potent vehicle for 
teachers’ professional development. (p. 332) 
  
Greene went on to explain that because of the isolation of music teachers in general, and 
particularly the isolation of music cooperating teachers, knowledge communities were 
particularly beneficial. 
Teacher Evaluation 
The importance of knowledge communities may extend beyond teachers to music 
supervisors and other administrators, especially for sharing stories of their experiences as 
evaluators.  As the following research literature demonstrates, there is a dual purpose for 
teacher evaluation:  to facilitate teachers’ professional growth, and to make status 
decisions. Administrators commonly deal with tension between these purposes, and as 
the literature shows, they often can become overwhelmed. A content area specialist such 
as a music supervisor often still maintains a part-time teaching role, so is inclined toward 
supporting teachers with effective mentoring. 
Teacher Evaluation Policy 
In early 2016, as I wrote this chapter, most U.S. states required annual evaluations 
for all teachers (National Council on Teacher Quality, 2013; Rotherham & Mitchel, 2014; 
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Jiang 2015); however, the ways in which teachers were evaluated varied by state, and 
often by school district. The current reforms in teacher evaluation often are viewed as the 
culmination of a school accountability movement that began in the 1980s. The report, A 
Nation at Risk (Gardner, Larsen, Baker, & Campbell, 1983) blamed U.S. economic 
decline on its public education system. In response to this report, schools began 
identifying standards and benchmarks for learning and increasing standardized testing. 
Furthermore, the report recommended that all teacher status decisions should be “tied to 
an effective evaluation system that includes peer review so that superior teachers can be 
rewarded, average ones encouraged, and poor ones either improved or terminated” (p. 
30).  
In response to A Nation at Risk, states began to develop teacher evaluation 
policies. A RAND study (Wise, Darling-Hammond, McLaughlin, & Bernstein, 1984) 
surveyed 32 school districts and found that, although state guidelines for teacher 
evaluation were broadly similar, school district implementation varied greatly. The 
investigators identified two major problems with teacher evaluation: First, “principals 
lacked sufficient resolve and competence to evaluate accurately” (p. 22), and second, 
teachers were apathetic or resistant toward evaluation, mainly due to its lack of 
predictability (p. 22). These two major problems revealed several underlying problems, 
including a lack of professional development for evaluators, and the difficulties inherent 
when “a generalist evaluator” assessed the effectiveness of “a specialist teacher” (p. 23).  
Among the recommendations from the RAND study were: organizational 
commitment, especially at top-levels of the school district, as well as the necessary 
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financial and human resources to conduct teacher evaluation effectively.  This included 
“giving evaluators sufficient time, unencumbered by competing administrative demands, 
for evaluation” (p. 68), and providing additional training for evaluators. A final 
recommendation was engaging expert teachers in all aspects of the evaluation process. 
These recommendations from the RAND study continued to influence teacher evaluation 
for decades.  
The next wave of reform occurred after President George W. Bush signed the 
reauthorization of the Elementary and Secondary Education Act known as No Child Left 
Behind (NCLB; 2002), which emphasized a “highly qualified” teacher in every 
classroom. The National Governors Association (NGA) responded with a report entitled 
Improving Teacher Evaluation to Improve Teaching Quality (Goldrick, 2002), which 
encouraged states to define what highly qualified teachers needed to know and be able to 
do, and emphasized Praxis II exams and the Interstate New Teacher Assessment and 
Support Consortium (INTASC) standards for beginning teachers (pp. 2-3). Notably, the 
NGA recommended that “states should view evaluation as an informational tool. . . to 
help individual teachers improve instructional practices,” and they recommended peer 
review and portfolio assessment as promising evaluation practices (p. 4). Nevertheless, 
the governors insisted that teachers’ evaluations should be based principally on 
“measurable student achievement” (p. 4). Like the RAND study, the NGA recommended 
training for evaluators, and they suggested broad participation in evaluation design. 
In 2009, President Obama and Secretary of Education Duncan announced Race to 
the Top (RttT), a competitive grant program created to spur and reward K-12 education 
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reforms. To be eligible for this funding, states had to agree to use common standards and 
benchmarks, improve recruitment and retention of teachers, improve data collection, and 
turn around failing schools. Importantly, any state with laws prohibiting use of student 
achievement data for teacher evaluation was disqualified from applying for the grant 
(McNeil, 2009). Race to the Top led to a resurgence of interest in Value-Added Measures 
of teacher effectiveness (VAMs). In an Annenberg Institute report that used New York 
City’s Teacher Data Initiative and Houston’s Accelerating Student Progress, Increasing 
Results and Expectations (ASPIRE) program as case studies, Corcoran (2010) 
acknowledged the “intuitive appeal” (p. 14) of VAMs, but he raised several questions 
about judging teachers’ effectiveness based on students’ test scores. First, he questioned 
the appropriateness of student testing:  How well did the measurement tool represent the 
curriculum? Corcoran drew on Papay (2010) to suggest that the form of the test and the 
time of year it was given (spring, fall) could affect the value-added score for a teacher. 
Second, Corcoran questioned whether it was possible, in a practical sense, to separate 
teacher effects from school effects. Corcoran cited Jackson and Bruegmann (2009) as 
well as Clark, Matorell, and Rockoff (2009) to show that teaching colleagues and 
principal leadership affected student outcomes, and consequently, teachers’ value-added 
scores. Third, Corcoran wondered how teachers in non-tested subjects, such as music, 
would be assessed using VAMs, and finally, he questioned whether VAMs were stable 
from year to year. Corcoran concluded that the notion of a statistical model that could 
precisely isolate each teacher’s contribution to students’ achievement was intriguing, but 
it was not supported by existing evidence.  
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Models of Effective Teaching 
 The three waves of reform represented by A Nation at Risk, NCLB, and RttT 
correspond roughly to three models of teaching effectiveness from the research literature. 
In a behavioral model, called a process-product model, emphasis was placed on the 
amount of time students spent learning and the pace at which they learned. Teachers were 
evaluated on the clarity of their objectives, the amount of time they spent delivering 
instruction, wait time, the order of difficulty in the questions they posed to students, and 
the number of correct answers they acknowledged (Brophy & Good, 1986; Doyle, 1986). 
A process-product model resulted in checklists of teaching behaviors for use by 
evaluators.  Critiques of the process-product model included the assumption of 
unidirectional causality from a teacher’s behaviors to a student’s learning (Campbell, 
Kyriakides, Mujis, & Robinson, 2004). In other words, researchers questioned whether 
student learning resulted from teachers engaging in all the tasks on the checklist. 
In the late 1980s, researchers began to examine teacher knowledge and beliefs 
and how those were related to student achievement.  The research became the basis for 
teacher evaluation.  One example of such research was Shulman’s (1986) critique of the 
process-product model because it contained no references to subject area content 
knowledge.  Shulman followed Schwab in suggesting that the syntactic structure of a 
given domain (its rules and organization) differed from other domains.  According to 
Shulman, the teacher must understand not only the syntactic structure of a subject, which 
he called content knowledge, but also the most useful ways to teach that structure, which 
he called pedagogical content knowledge. Shulman insisted that evaluation of teaching 
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should not be controlled by legislators, but instead by teaching professionals who were 
intimately familiar with content knowledge and pedagogical content knowledge. 
At the same time research began on teacher knowledge and beliefs, others were 
attempting to define teaching effectiveness solely by students’ gains on standardized 
tests. Sanders was one of the first researchers to propose this approach, which was used 
in the Tennessee Value-Added Assessment System (TVAAS). The test of student 
achievement in TVAAS was the California Test of Basic Skills (CTBS 4), administered 
to all students in grade 2 through grade 8, and it provided an assessment of skills in 
reading, language arts, math, science, and social studies (Sanders & Horn, 1998, p. 303). 
To assess teacher effectiveness, Sanders and Horn relied on “scale scores that indicate[d] 
gains students ma[de] from year to year” (p. 309). According to Sanders, the influence of 
teachers on student gains were independent of socioeconomic and racial factors (p. 309), 
and “the mixed model methodology on which TVAAS relie[d] addresse[d] major 
problems,” including “missing student data, diversity of teaching modes, and the 
regression to the mean problem” (p. 309).  
Detailed criticisms of VAMs already have been mentioned, but more generally, 
researchers have suggested that student achievement alone should not define teacher 
effectiveness. Fenstermacher and Richardson (2005) noted a “tendency among some U.S 
educational theorists to think of learning in terms of a Lockean tabula rasa, a blank slate 
of the mind contained within a passive, receptive student” (p.190), which may lead to 
such narrowly defined effectiveness. The authors suggested that teaching might be 
evaluated from a task perspective: Is the teacher “trying to bring about learning on the 
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part of the student”? (p. 188). In contrast, teaching might be evaluated from an 
achievement perspective: Is the student learning? Successful teaching is that which leads 
to student learning, according to Fenstermacher and Richardson. They defined good 
teaching more extensively in terms of logical, psychological, and moral acts:  Logical 
acts of teaching included “defining, demonstrating, explaining, correcting and 
interpreting” (p. 195); psychological acts included “motivating, encouraging, rewarding, 
punishing, planning and evaluating” (p. 195); and moral acts included demonstrating and 
encouraging traits of “honesty, courage, tolerance, compassion, respect and fairness” (p. 
195). The authors submitted that “quite a few teaching activities are compounds of these 
three elements” (p. 196), and they argued for appraisals of teaching quality that combined 
successful and good teaching.  
Purposes of Teacher Evaluation 
Given these teacher evaluation policies and the research models of teacher 
effectiveness, it is not surprising that there is tension between the two broad purposes of 
teacher evaluation in the literature. One purpose may be described as formative, leading 
to specific feedback and ongoing support for a teacher’s professional growth, and the 
other purpose may be described as summative, to make status decisions about a teacher. 
In their review of the literature on teacher evaluation Colby, Bradshaw, and Joyner 
(2002) found that “effective evaluation systems addressed both accountability and 
professional growth and used multiple data sources and multiple evaluators” (p. 3); 
however, there was disagreement in the literature about whether “one system could 
accomplish both formative and summative goals simultaneously” (p. 3). Brant, Mathers, 
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Oliva, Brown-Sims, and Hess (2007) examined policy documents from 140 school 
districts in the Midwest, across a range of urban, suburban, and rural geographies, with a 
range of socioeconomic profiles, and with a range of minority student enrollment. Only 
48% of the districts detailed how results of teacher evaluation would be used, but in those 
districts that provided specific information, evaluation was primarily used to make 
decisions about retaining or dismissing staff.  In contrast, Barton (2010) found that a 
majority of California principals who responded to her survey (71%) reported that the 
primary purpose of evaluation was to support and improve instructional practices; only 
10% of respondents expressed that evaluation was for employment decisions. Taylor and 
Tyler (2012) noted, “many researchers and policymakers have suggested that” the only 
way to improve teaching is “to gather information on individual productivity through 
evaluation and then dismiss low performers” (p. 3628). However, in a longitudinal study 
of Cincinnati mid-career teachers, they found that productivity, measured in terms of 
students standardized test scores, went up in the years immediately following a subjective 
performance evaluation. The researchers viewed feedback from the performance 
evaluation as the key mechanism for improving productivity.  
Challenges for the Administrator 
As the aforementioned literature shows the two purposes of evaluation are often 
in conflict, which creates challenges for administrators.  They may feel constrained in the 
use teacher evaluation for professional development because their “formal role as 
teachers’ evaluators is always in the background and dramatically colors their capacity to 
mentor” (Nelson & Sassi, 2005, p. 58).  Furthermore, administrators may experience a 
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dilemma:  Is it more beneficial to spend time on personnel decisions or on teachers’ 
professional development?  Donaldson (2013) was interested in just such a dilemma 
when she conducted in-depth interviews with principals to examine their experiences 
with human capital management, defined as “teacher hiring, assignment, evaluation, and 
professional development” (p. 840). She found that evaluation and dismissal were rarely 
used to improve teacher effectiveness. Although the principals in Donaldson’s sample 
viewed teacher evaluation as serving formative and summative purposes, they “felt that 
evaluation did not regularly achieve these purposes” (p. 856).  All principals noted that 
they did not have adequate time to observe and provide in-depth feedback to teachers.  
Furthermore, teachers’ union rules often constrained what could be written in a 
summative report. A third constraint was the evaluation instrument itself, which one 
principal described as “too bulky, too cumbersome, too much paperwork” (p. 858).  
Another said, “unless a teacher has done something pretty egregious, they are [rated] 
satisfactory” (p. 859).   
Notably, these principals cited professional development as their preferred lever 
to improve teacher effectiveness; however, they also mentioned many barriers to 
providing high-quality professional development.  First, they lacked funds, due to budget 
cuts, and relatedly, professional development was controlled by the school district central 
administration. More than 50% of principals interviewed felt constrained by contract 
limits on teachers to attend professional development outside the normal workday. 
Donaldson concluded that her study highlighted “key ways in which a sample of 
principals’ efforts to increase teacher effectiveness was impeded,” and she suggested that 
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the barriers were “worth interrogating further” (p. 874).  
Music Teacher Evaluation 
To interrogate further, researchers might compare content area supervisors’ 
experiences with human capital management to Donaldson’s results, but the research 
literature contains little evidence specifically about music teacher evaluation. Maranzano 
(2002) proposed that creating a valid evaluation instrument for music teachers could be a 
challenging process. He investigated the accuracy of music teacher evaluation in 
Virginia, and the extent to which it contributed to music teachers’ professional growth. 
Furthermore, he made recommendations for improvement. He found that principals 
conducted most music teacher evaluations through formal and informal observation. A 
few music teachers also reported that portfolio and peer review were included in 
evaluations. When asked to consider the applicability of evaluation systems to music 
teachers, respondents gave low ratings, and they gave similar ratings when asked to 
consider the extent to which evaluation contributed to their professional growth and 
development. Maranzano recommended that “multiple sources of data. . .[collected] over 
a broader period of time may prove to be beneficial for music teachers and other 
specialists” (p. 132). 
Goddard (2004) similarly wanted to describe music teacher evaluation practices in 
Manitoba.  Furthermore, she compared music teachers’ and principals’ perceptions of 
evaluation procedures and criteria. Similar to Maranzano (2002), Goddard found that 
principals’ observations comprised the primary evaluation of music teachers. Music 
teachers and principals generally agreed about the most important criteria used to 
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evaluate their teaching. In an interview portion of the study, principals discussed how a 
music consultant, someone with subject area expertise, could not only be helpful to them, 
but could also mentor early-career music teachers. They also noted that music teachers 
could take a more active role in evaluation, and they submitted that the primary purpose 
of evaluation was for the teachers’ professional growth. Music teachers also mentioned 
that they would prefer to have multiple evaluators—both a principal and a music 
consultant. They also noted the need for specific music criteria to be included in 
evaluation, and they agreed that evaluation should be primarily about professional 
growth.  Perhaps the most interesting aspect of this study was when principals and music 
teachers viewed a 25-minute video of a grade four music class.  The teachers and 
principals all commented on the teacher’s rapport with students, the organized lesson, and 
classroom management; however, music teachers “were able to provide a more 
comprehensive and detailed evaluation than the principals” (p. 124). 
Bernard (2015) conducted phenomenological interviews with music ensemble 
directors and administrators to help explain how they navigated high-stakes, standardized 
evaluation. She concluded that the ensemble directors felt autonomy in constructing their 
own curricula, and little pressure to align music with English Language Arts. However, 
when they looked at their curricula and performance goals through the lens of 
standardized teacher evaluation, the ensemble directors felt more constrained. 
The administrators, in contrast, viewed the Danielson framework as a basis for 
conversations with teachers.  Generally, they wanted the ensemble directors to feel free to 
try new pedagogies, and to understand that they (the administrators) did not expect 
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perfection. The administrators hoped that students would learn to enjoy music and take 
that enjoyment with them beyond schooling. Bernard noted that urban administrators 
often were “overloaded with responsibility” (p. 228) and did not have much time to spend 
on evaluation—thus they were tied to the rubrics. 
Due to the new standardized evaluations, ensemble directors struggled to find 
balance between their “teacher and musician selves” (p. 229), which often meant 
becoming compliant.  Administrators struggled to find balance between their new roles as 
data specialists, and their former roles providing professional development and mentoring 
for teachers. “On the whole,” Bernard reported, “administrators felt overwhelmed” (p. 
231). 
Closing Thoughts 
Teacher evaluation reform is happening quickly, so teachers and administrators 
are being thrust into unfamiliar situations.  Where does a music teacher turn, particularly 
when he or she is the only music teacher in his building?  Where does a music supervisor 
turn when he or she is the only content area specialist in the school district?  I have 
always been a reflective person. I will always search for new ways to make sense of 
things, and throughout my life, I have gained knowledge through my interactions with 
colleagues as I listen to their stories and situations and attempt to see how they relate to 
my own situations and the challenges that I face.  
Still, the pace of change in teacher evaluation is what began my interest in 
narrative inquiry: I wondered how other music supervisors got to where they are now. 
How did their knowledge communities shape their practice, and what stories could they 
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tell about those communities?  How did they face the struggle of being both mentor and 
evaluator? I sensed that, through sharing stories with other music administrators, we 
could, reflect on them and create new meanings for ourselves and for our school districts. 
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CHAPTER 3: NARRATIVE INQUIRY 
 In the first part of this chapter, I revisit various sources that define narrative 
inquiry as a method well-suited for music education research. I also describe 
characteristics of narrative inquiry and procedures that have been used in other narrative 
inquiries. In the next part of the chapter, I show how the current narrative inquiry, like all 
narrative inquiries, should not be viewed as an accomplishment of the researcher; rather, 
it should be seen as collaboration between researcher and participants. I then detail how 
the participants in this study were selected, the process of generating field texts, and the 
interpretive moves that transformed field texts into interim texts. I also show how the 
final text, represented in Chapter 4, came to exist.  
According to Clandinin and Connelly (2000), “the contribution of narrative 
inquiry is more often intended to be the creation of a new sense of meaning and 
significance with respect to the research topic than it is to yield a set of knowledge claims 
that might incrementally add to knowledge in the field” (p. 42).  Narrative inquiry is 
suitable for this study because it gives immediate insight into the landscape of teacher 
evaluation in music—how music supervisors and teachers are navigating between policy 
and practice in the current era of education reform. However, because there is little 
research featuring subject-area administrators, this study also adds new understanding to 
the field. Rather than creating generalities and prescriptions for music education, this 
study creates “texts that…offer readers a place to imagine their own uses and 
applications” (Clandinin & Connelly, 2000, p. 42).  
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What is Narrative Inquiry? 
Narrative Inquiry, as defined by Clandinin and Connelly (2000), is: 
 
A way of understanding experience.  It is collaboration between researcher and 
participants over time, in a place or series of places, and in social interaction with 
milieus.  An inquirer enters this matrix in the midst and progresses in the same 
spirit, concluding the inquiry still in the midst of living and telling, reliving and 
retelling, the stories of the experiences that made up peoples lives, both individual 
and social. (p. 20) 
  
According to Barrett and Stauffer (2012), “Narrative is temporal in that it provides an 
opportunity to revisit the past and consider its relationship to our present worlds and 
possible futures” (p. 5).  To fully understand ourselves is to understand our experiences in 
relationship to personal, social, and cultural histories. Heidegger (1927/1962) suggested 
that revisiting the past allowed individuals to review, renew, and reinterpret that 
experience in ways that shaped present experience and anticipation of future experience. 
Heidegger’s thinking has influenced narrative inquirers in imagining life as a recursive 
process of retelling and reliving stories from a variety of viewpoints, at different points in 
time, and from different perspectives.   
Clandinin and Connelly (2000) applied a Deweyan notion of interaction to 
narrative inquiry, focusing on four directions of any inquiry: inward, outward, backward 
and forward (p. 50).  They defined the directions as follows: 
Inward: refers to internal conditions—feelings, hopes, aesthetic reactions, and 
moral dispositions. 
Outward: refers to existential conditions—the environment 
Backward and Forward: refers to temporality—past, present, and future.   
Clandinin and Connelly wrote, “to experience an experience, that is, to do research into 
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an experience, is to experience it simultaneously in these four ways and to ask questions 
pointing each way” (p. 50). This led them to develop a metaphor of the three-dimensional 
inquiry space, where “studies have temporal dimensions and address temporal matters; 
they focus on the personal and the social in a balance appropriate to the inquiry; and they 
occur in specific places or sequences of place” (p. 54). 
Narrative inquiry is ideal for music education research because narrative inquirers 
can represent data creatively.  Rather than focus on the specificities of method, Barrett 
and Stauffer (2012) described the principles of narrative inquiry, in other words, the “how 
to be in narrative inquiry rather than the how to do” (p. 8).  In order to fully engage in 
narrative inquiry, the researcher must situate himself or herself in the context of the 
stories being told. Barrett and Stauffer mentioned that taking an ethical stance in narrative 
inquiry required the following of the researcher: 
• A willingness to interrogate ourselves and our own motives. 
  
• To move beyond the allure of the story and consider how we engage in the 
work, and for what purposes. 
 
• To grapple with questions of how knowledge, understanding and meaning are 
constructed and how they are communicated with and among the participants 
with whom we engage. 
 
• To consider the forms, means and motives of presentation and representations 
and even the timing of the tellings, as well as the consequences of engaging in 
narrative work. (p. 8)  
 
According to Barrett and Stauffer (2012), narrative inquiry is resonant work that attends 
to the qualities of engagement and the qualities of the work lived and produced (p. 8).  
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They listed these qualities as responsible, rigorous, respectful, and resilient, and they 
described the qualities as follows.   
Responsible. Barrett and Stauffer (2012) distinguished between being responsible 
to and responsible for. They noted that, in narrative inquiry, researchers are responsible 
to portray the lives of participants honestly and ethically. Researchers are also 
responsible to the profession and the public to engage in inquiry that can be helpful and 
built upon in the future. Barrett and Stauffer cautioned that “narratives may be 
reinterpreted and used in unanticipated ways” (p. 9), so researchers are responsible for 
the ways in which stories become public.  For instance, there were stories of 
insubordinate or ineffective teachers told for the present study that could not appear in 
print because of the possibility that they would be misinterpreted or misused. Researchers 
also are responsible for their conduct at every stage of the inquiry.   
Rigorous. Narrative inquiry is “not concerned with notions of precision and ‘truth 
tests,’ but instead with detail, comprehensiveness, and transparency” (Barrett & Stauffer, 
2012, p. 10).  Because narrative inquiry relies on stories of experience, the analysis 
process can be considered messy and non-linear. Many relationships influence 
experience—those that are seen as well as unseen, those that are predictable as well as 
unpredictable.  Barrett and Stauffer’s use of the word “rigorous” implied the researcher’s 
awareness of such influences during each phase of a study. Furthermore, they indicated 
that the researcher must consistently reflect on how he or she shapes the stories of 
participants by privileging some questions over others or by interpreting stories in 
particular ways.  
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Respectful. Barrett and Stauffer (2012) drew on Chase (2005) who noted:  
To think of an interviewee as a narrator is to make a conceptual shift away from 
the idea that interviewees have the answers to research questions and toward the 
idea that interviewees are narrators with stories to tell and voices of their own. (p. 
660) 
 
Barrett and Stauffer explained that respect was tied not only to egalitarian notions and 
basic civility, but also to the researcher’s awareness of privilege and commitment to 
include participants in the interpretation, writing, and presentation phases of a study. 
Resilient. Research that is resilient is research that will endure.  Barrett and 
Stauffer (2012) pointed out the etymology of resilience, meaning a return to form. “Thus, 
to be resilient is to be both elastic and durable” (p. 12). A resilient text is sufficiently rich 
to encourage multiple interpretations and sufficiently well-crafted to be appealing, in the 
way that poetry, literature, music, or sculpture appeals.  Barrett and Stauffer also 
indicated that “narrative inquirers are themselves resilient” (p. 12), open to interpretation 
and reinterpretation of texts and willing to gain insight into self. 
 
A Collaboration between Researchers and Participants 
 With the foregoing definitions and descriptions of narrative inquiry in mind, I 
designed the present inquiry. According to Clandinin (2013), “relationships are central to 
understanding the work of narrative inquirers” (p. 34). Researchers are engaged; they are 
not merely outside observers. Clandinin and Caine (2012) indicated, “It is important to 
understand narrative inquiry spaces as spaces of belonging for both researchers and 
participants; spaces that are always marked by ethics and attitudes of openness, mutual 
vulnerability, reciprocity and care” (p. 169). Collaboration on the research text is 
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important, and the living, telling, retelling, and re-living of stories among participants is 
complex. Narrative inquiry is ill-suited to large numbers of participants; therefore, I 
chose two participants for this study. 
Participants. I found it very intimidating to reach out to people, asking them to 
participate in this study. Just writing my own narrative in the beginning of Chapter 1 
made me realize how intimate storytelling can be, and I needed to feel comfortable 
around others to tell my stories. I assumed others might feel similarly. I was also aware of 
the commitment I was asking of others for this research, So, I decided to invite 
participants with whom I had some sort of professional relationship. Participants initially 
were identified through reputational case sampling; that is, “asking experts from, or 
participants in, the community who are familiar with the criteria of interest to the 
researcher to recommend individuals for participation in the study” (Schensul, Schensul, 
& LeCompte, 1999, p. 240). I obtained recommendations for eligible music 
administrators from the state professional music education association. Together with my 
research advisor, we identified individuals who could contribute meaningfully to this 
research.   
 Reaching out to a first prospective participant, I crafted a well-detailed message 
about the type of research, the content, the time commitment, and the option to opt out of 
participating.  Four very descriptive paragraphs later, and with great trepidation, I hit the 
“send” button on the message. My heart fluttered with nerves and the invitation was now 
out there in cyberspace. What if he said no?  Less than an hour later, I had my response in 
two words; 
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“Sounds good.”  
My heart now soared.  With those two simple words, Mike, a recently retired music 
supervisor who had many years of experience with different types of teacher evaluation, 
became a participant in the research. I messaged him back thanking him profusely, and I 
let him know I’d be in touch.   
 Now I had to reach out to another prospective participant. I copied the initial 
message that I had written to Mike, and I pasted it into an email.  Because summer had 
just started, I had no idea if this prospective participant was checking her work email, and 
I was not sure how long I would wait for a response. But with less trepidation this time, I 
hit the send button and sent the email into cyberspace.   
 I think I was expecting an instantaneous response—after all, Mike got back to me 
within the hour.  A day went by with no response.  I reminded myself that I should be 
patient.  A second day went by with no response. We had just started summer vacation, 
so I told myself not to worry because not everyone checks email every day.  Finally on 
day three, I got my response:  
“This sounds very interesting, and is certainly an area that would benefit from more 
research! I would be honored to participate. Thank you for the invitation!” 
 
I breathed a sigh of relief.  Ana was a music supervisor in a school district that had 
expanded its arts program. She had moved from a position with no evaluative 
responsibility to one with evaluative responsibility for a fairly large arts department. 
From the beginning, I knew that she could contribute a unique perspective. I emailed Ana 
back to thank her.  We exchanged phone numbers, and I promised to be in touch as soon 
as I was ready to start.   
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Entering in the Midst 
Before I got started with my conversations, I received this message from Mike: 
“Bear in mind that my district was all over the map with the DDM stuff. Thankfully, I had 
a few staff members who seized the opportunity.” 
 
This made me recognize something that I had not previously considered; it was possible 
that both of my participants were as nervous as I was to share stories. When I began to 
write my own narratives, it was a very uncomfortable experience for me. Retelling my 
stories made me relive some moments that were not necessarily positive, did not make 
me feel good, or made me feel like people would look at me and make a judgment about 
me. However, as I worked through my own stories, I became more at peace with sharing 
this part of myself with others, and it became easier to open up. Keeping in mind that 
Mike and Ana might feel similarly, I reached out to them and reiterated to both of them 
that I was not looking for the perfect story, the perfect experience, or the perfect staff. I 
was looking for reality. I realized that I needed to be sensitive to the façade of perfection, 
not only personally, but also when engaging in conversation with Mike and Ana.  
 As Clandinin and Caine (2013) indicated, I was aware that I did not begin new 
stories with participants; instead, I entered into the midst of their lived and told stories. 
Their stories of being supervised and supervising, and of engagement with school reform, 
began long before this study was conceived and will continue after the study formally 
concludes. An ethic of care pervades the work of narrative inquiry as I “continue to carry 
long-term relational responsibilities for our participants, for ourselves, and for the work 
we have done together” (Clandinin & Caine, 2013, p. 170). Our stories, and our 
interactions, are not limited to this study, but they continue into the future.    
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Inquiry as Social Interaction 
Prior to our first meeting, I had planned six conversation topics with starter 
prompts (Appendix A). I sent these to Mike and Ana, and I encouraged them to use 
journal writing before our meetings to think about the goals of the conversations, and to 
raise their own questions.  Clandinin and Connelly (2000) remarked, “journals are a 
powerful way for individuals to give accounts of their experience” (p.102). I also asked 
Mike and Ana to gather up examples of de-identified observation write-ups, evaluation 
forms, or assessment data relating to teacher evaluation—any documents that might help 
illustrate their meaning and enhance our conversations.  
Our meetings were held in places where the participants felt comfortable speaking 
candidly.  Mike chose to meet at my school building where we could converse in a quiet 
conference room.  Ana other chose to meet me in a local coffee shop near her place of 
work. She remarked that she felt much more comfortable speaking candidly in a place 
that was not associated with a school. Honoring requests for meeting places was one way 
to establish relationships of trust. 
Field texts. According to Clandinin (2013), researchers become engaged with 
participants in a relational space called the field. In the field, there are two possible 
starting points for narrative inquiry: listening to individuals tell their stories, or living 
alongside participants as they live and tell their stories (p.45). I lived alongside my 
participants in the sense that we were engaged in similar positions, but in different school 
districts. We navigated similar terrain of teacher evaluation. However, my entry point 
into this inquiry was through listening to the participants tell their stories.  
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Clandinin (2013) advised that conversations were key to narrative inquiry: 
“Conversations create a space for the stories of both participants and researchers to be 
composed and heard” (p. 45). I began each meeting with Mike or Ana referring to a topic 
on the list of planned conversations (Appendix A). Although this was a starting point, the 
conversation inevitably left the topics I had planned, forecasted future topics, and 
reviewed topics from previous conversations. Each conversation was audio recorded, 
using my iPhone as a recording device.  I took a few notes on my computer as I thought 
of other questions I wanted to ask, or I had hunches about the themes around which 
conversations were coalescing. However, I did this in a limited capacity, because I 
wanted to be attentive and participate in the conversation. 
Conversations were situated in the three-dimensional space of narrative inquiry. 
Temporality became a part of these conversations as the participants and I told about our 
experiences of being evaluated, and then becoming evaluators. As we thought about 
others who had influenced our evaluation practices, and how our knowledge communities 
had been constructed over time, we began to attend to sociality. These stories were full of 
emotion, which sometimes surprised us. Place became a big part of our stories, as we 
reflected on the schools in which our stories took place, and also on the secure place that 
we created together in order to tell our stories to each other.   
 Immediately following each meeting, I transcribed the conversation to create a 
field text, an exact transcription of our conversation. As I transcribed each interview, I 
was able to be attentive to the flow of our conversation, but I also could examine the 
conversation from an observer’s perspective. I found that I had questions about some of 
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the issues that were raised, and in some cases, I wanted to follow up with new questions 
about Mike’s and Ana’s experiences. Also during the process of transcription, I began to 
jot down the broad thematic areas that might organize an interim text. At this stage, 
themes were provisional. 
Moving from Field Texts to Interim Text 
Clandinin (2013) wrote, “In composing interim research texts, narrative inquirers 
continue to think narratively; that is, they attend closely to the field texts within the three-
dimensional space” (p. 47).  As our conversations were winding up, I looked across all of 
the transcripts from conversations with Mike, and again across all of the transcripts from 
conversations with Ana. I began by color-coding the transcripts, using the six original 
conversation topics as themes: (a) feeling supported, (b) experience with evaluation, (c) 
transition to administration, (d) evaluating new vs. veteran teachers, (e) student growth 
measures, and (f) the process of observation and giving summative ratings. 
Simultaneously, I began to eliminate conversation that was unrelated to our work as 
music supervisors, such as the upcoming all-state conference and district festival 
auditions. I also removed any information that identified school districts, other 
administrators, or teachers. As I completed this color-coding process, it became clear that 
there were additional themes that cut across our conversations: (g) the isolation of music 
teachers and music supervisors; (h) building relationships of trust between teachers and 
administrators; i) advocating for teachers and j) evaluating teachers other than music 
teachers.  I color-coded transcripts for these themes as well. In addition, I realized that 
transition was a major theme in our conversations.  Our stories stemmed from the two 
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major transitions in our lives, the transition from teacher to administrator, and the 
transition from evaluatee to evaluator.  Therefore, I chose to represent these two 
transitions as two separate themes.    
Using the color-coding as a visual guide, I began to rearrange the transcripts by 
theme, keeping in mind that this was not how the conversations unfolded. The rearranged 
transcripts became the first interim text that I returned to participants. Clandinin (2013) 
noted, “Interim research texts are often partial texts that are open to allow participants 
and researchers opportunities to further co-compose storied interpretations and to 
negotiate the multiplicity of possible meanings” (p.47). The process of co-creating 
interim texts allowed Mike and Ana to ensure that their stories were being told in ways 
that represented their identities and practices. As they read through the texts, Mike and 
Ana made strikeouts, changes, and additions in whatever ways they found appropriate. 
Each of them reported that, because they were reading through the texts absent of the 
chronological order in which the stories were told, they often relived the stories and 
derived new meanings from them.  
Consequently, as Mike and Ana returned their edited transcripts, some of the 
changes they made seemed like new stories to me. I asked them to clarify several 
elements of their stories to make sure I was representing them faithfully. Co-construction 
of this text continued in this manner until the Mike and Ana were satisfied that the 
stories, and the sequence in which the stories were told, sufficiently illustrated the 
complexity of their individual temporality, sociality, and place.  In addition, I read 
through the transcripts of my own dialogue and my own stories to make edits.  Not only 
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did I want to ensure that my stories were accurate, but I realized that some of these stories 
could not be told in a public forum.  Therefore I made the necessary changes to make 
sure that I was satisfied with the stories that I was presenting.   
Representation of Narrative in the Final Text 
Narrative inquiry is unique in that there is no direct linear unfolding of data in a 
final research text. The final research text is where the three dimensions of temporality, 
sociality and place become “visible to public audiences” (Clandinin, 2013, p. 50). The 
final research text is not meant to prove anything; instead, it is intended to engage readers 
as they place their own experiences alongside the experiences of the participants and 
researchers who were engaged in the study.   
Because narrative inquiry is intended to reach beyond academic audiences, final 
texts often take a form that appeals broadly—perhaps poetry, a short story, or even a 
comic strip. I have chosen to represent our narrative in the form of a script—ten scenes 
from a play. This seemed to convey the settings and sequence in which our stories took 
place, as well as the cast of characters who entered each of our stories, Although these ten 
scenes reflect our conversations, each scene is actually a blend of several conversations. 
The words in each scene all come from Mike, Ana, and myself, although it is as likely 
that they appeared through the process of creating the interim text as it is that they 
appeared in one of the original transcripts. 
Relational Response Community  
The nature of narrative inquiry requires the researcher to enter into relationships 
with participants that are extended and in-depth (Clandinin, 2013). I can see myself 
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reflected in Mike’s and Ana’s stories, and I can see tensions common to all our stories. 
Our stories are so tied together, in fact, that it is often difficult to see them as separate 
stories. Clandinin and Connelly (2000) anticipated just such a dilemma when they stated: 
We need to find ways of being aware of what those on either side of the 
reductionistic or formalistic boundaries might think or say of our work, and we 
need to be alert and aware of the contexts for our work, and we need to be alert 
and aware of questions about field-texts and research texts from the point of view 
of the three-dimensional narrative inquiry space. (p. 182) 
 
Consequently, they encouraged narrative inquirers to participate in a relational response 
community. Within such a community, the initial research puzzle, works-in-progress, and 
final research texts can be shared and discussed.  I was first introduced to the idea of a 
relational response community as I was preparing my dissertation proposal for IRB 
approval.  My dissertation advisor, Dr. Susan Conkling, had introduced me to two other 
Boston University doctoral students who were conducting narrative inquiry. Over time, I 
learned from one of them, Dr. Jennifer Greene, how integral this type of community was 
to her own dissertation research. Once my proposal was passed through IRB, I reached 
out to her to see if she would be willing to re-engage in the narrative inquiry process and 
become a part of my relational response community, and she agreed. In addition, Dr. 
Richard Cangro, a professor of music education at Western Illinois University, agreed to 
respond to various drafts of this research. Because he was my first real teaching mentor, 
and my own story begins with him, it seemed only apropos that he should become part of 
this research. As suggested by Clandinin, the response community was utilized on a 
regular basis throughout the inquiry process, but particularly as the final text was being 
shaped.   
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CHAPTER 4: OUR STORIES 
“Learners, Teachers and Researchers are storytellers and characters in their own, 
and others stories” (Clandinin & Connolly, 1990, p. 2) 
As music supervisors, we begin as learners, through our own K-12 education. As we 
entered college and began to narrow our focus into music, our learning took on a more 
professional quality and the lines between learner and teacher became blurred. We 
continued to learn pedagogy as both musicians and as pre-service teachers.  Upon leaving 
college and beginning anew, we officially became teachers, but we never stopped 
learning. Navigating the environment of a new school, new students, and being on our 
own in the classroom for the first time, we continued to learn and grow. As we 
transitioned into supervisory roles we added the role of researchers, analyzing and 
learning everything we could learn about curriculum, budgets, teacher evaluation, and 
how to represent student growth. Still we remained teachers; we still taught classes or 
ensembles, and we were often placed in the role of teaching teachers as we evaluated and 
coached new and veteran teachers alike.  On any given day, we can tell our stories 
through the lens of learner, teacher or researcher, but on many days, all three characters 
make an appearance. 
Cast of Characters: 
Heather: A current music supervisor and teacher with 20 years of teaching experience 
and 7 years of administrative experience 
 
Ana: A current music supervisor and teacher with 16 years of teaching experience and 6 
years of administrative experience 
Mike: Recently retired, with 36 years of teaching experience and 28 years of 
administrative experience 
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Prologue 
The setting: A coffee shop near Ana’s school. 
 Finding time to meet with Ana turned out to be more challenging that we thought.  
I was consciously aware of the fact that she was giving up time out of her schedule to 
participate in this research, so I offered to meet her at a coffee shop near her school.  I 
had to leave school early for our first meeting.  It was a beautiful day in the beginning of 
fall. I got into my car, opened my sunroof, blasted my XM radio 80’s channel, and began 
the hour drive to get to where we were meeting. I arrived early, so I grabbed my laptop 
and headed in.  I suddenly was worried that this wasn’t going to be a good location; 
inside, it was very noisy with people talking, dishes sounding like they were being tossed 
around, and a constant stream of people getting ice and soda from a machine.  I was also 
worried that perhaps this location wasn’t the best idea because it lacked privacy.  I 
decided to wait outside until Ana showed up.  I grabbed a table and a cup of coffee and 
began to go over the conversation topics we were going to talk about. A few minutes later 
Ana showed up.  We hugged each other hello. We were acquaintances; we had done 
some work together at various conferences and meetings, so we had a familiarity, but this 
is the first time that we were sitting down to talk directly.  She told me how excited she 
was to be a part of my research, and I began to relax a bit.  We went inside the coffee 
shop and we were lucky to find a table at the back of the restaurant that was a little more 
isolated than the others. We sat down together, started the recorder, and we began our 
journey together.  
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Ana’s story: the beginnings 
I didn't go into education thinking I was going to be an administrator at all. I 
entered through the backdoor of music education, because I had my undergraduate 
degree in professional music, not music education. I entered my major as an adult, and I 
went that route because I knew what I was lacking in my own knowledge. I did take some 
education classes, but it wasn't my area of focus until I got a job teaching at a private 
school, teaching infants through eighth graders in mixed grade classes on a cart.   
I realized at that point that I needed to learn what I was doing there. I was 
employed at that school while I worked toward my undergraduate degree. Ultimately I 
worked there for 5 years, after which point I decided to move into public school 
education. The whole issue of licensing and everything, that was all brand new to me, so 
I took the state teacher exams, got my preliminary license and started teaching in a small 
district, teaching K to 6 general music. I also enrolled in a music education master's 
program. I really appreciated it, but my master’s program did not offer student teaching 
opportunities, so that's what I was referring to as the “backdoor entrance” to music 
education.  
My first full time job in the public schools, involved teaching chorus and general 
music at middle school, in grades five through eight. I love teaching and I still teach one 
music class every day in addition to my administrative duties. Three years into my full-
time chorus and general music position the then department leader moved into a general 
administration position and asked me if I would be interested.  He suggested that I apply. 
It was a formal process and there were just two of us applying. The other candidate was 
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a teacher who had always butted heads with me. As I considered applying, I kept asking 
people. "Are you thinking of interviewing for this position?" A couple people said, "No, 
you totally should do that." I was slowly getting used to the idea. The idea wasn't 
extremely appealing to me at the beginning, because I just didn't know what it entailed 
besides what I had seen from the current supervisor, which was coming into the room 
about once a year and doing one of those scripted observations.  I was just starting to 
feel really comfortable as a teacher, so I was a little hesitant to apply. One thing I 
appreciated about the job description was that it didn’t include evaluation. I didn’t feel 
ready for that yet.  That's how I ended up being an administrator. 
The setting: A conference room at a school. 
Mike and I had very little difficulty setting up our first meeting time.  Because he 
wanted to meet during my school day, he offered to travel to my school, and the 
opportunity was a relief.  As I waited for him to arrive for that first meeting, my stomach 
had butterflies in it.  Would I know what questions to ask? What would happen if he 
didn’t have a lot to say?  I prepped by looking over my starting questions, when the 
school secretary called me to say that I had a guest.  I eagerly walked down to the office 
and Mike and I greeted each other with a hug.  We had done some work together at music 
supervisor meetings, and we knew each other through that community. However this was 
the first time we would sit down, just the two of us.  We made some small talk about our 
summers and what we had been up to, as we walked to the conference room.  We walked 
toward the new conference room in my building, and I closed the door behind us. I was 
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struck by how the room lacked warmth; it consisted of white walls, a whiteboard and a 
window looking into the library, with a few conference style tables and chairs. As we 
took our seats next to each other, it felt so formal and not conductive to conversation. 
Nevertheless, I started the conversation with the opening question I had planned, and I 
soon learned that I had worried for nothing. Conversation began to flow easily between 
the two of us, and suddenly the room didn’t feel so stark.   
Mike’s story: the beginnings 
My first year of teaching was 1978. I just graduated with my undergraduate 
degree in music education, and primarily instrumental. I had a little vocal background so 
I was hired as the high school vocal music teacher in a small, blue collar, working class 
community. Football ruled the community, so I was also the assistant marching band 
director and I taught mixed chorus, voice training, boys chorus at the middle school and 
very little instrumental music. I taught general music at the middle school and my room 
was separated from the cafeteria by a sliding partition and they would serve lunch on the 
other side of the partition. I was hired a week before the school year started. I was there 
for four years during which the job transitioned considerably as they finally had me 
doing jazz ensemble and some lesson work, Proposition 2 ½ came through and I was cut 
back to half time but in the other half of my job kids would come in and pay me during 
the school day to take group lessons.  
I was actually going to go on the road in 1982 and I had my horns packed up, my 
clothes were packed and I was packing the car when I got a call from a director in 
another wealthier district in the state that needed a middle school band director.  He said 
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he wanted me to interview me at 9:00 AM the next morning. I became a middle school 
and elementary school band director but then I was involuntarily transferred to the high 
school the day before February vacation. I turned around from my rehearsal and there’s 
a superintendent and a director starring at me and I’m thinking of course,” I don’t think 
I did anything wrong but okay, what have you got to say?”  They said, “Well, you used to 
teach high school, didn’t you?” They knew I had been up at the former district and 
taught the marching band and jazz band and music theory lessons and all that. They said, 
“Well, how did you like doing high school?” I said, “Yeah, it was good”, but I really 
loved those middle school kids. They said, “Well, we’re glad you liked high school 
because when you come back from February vacation you’re now the high school band 
director.” “For how long?” “Oh, forever.” “Why?” “We can’t tell you.” Had I had a 
choice, I wouldn’t have done it but I was the high school band director I think 12-13 
years and enjoyed it. I just like the middle school kids better.  
Then when the music supervisor went off to go to another district, that position 
became vacant.  I considered applying for it and I said, “Nah, that’s just ridiculous.” 
Someone said to me, “I think you should apply for the job” and I said, “But I’m not 
certified.” I was told: apply to graduate school, go get your certification. So I did the 
coursework to get my certificate of graduate studies which I didn’t actually complete 
100%. I skipped doing the final project because I already had my certification. Then I 
became the coordinator of fine arts. I like that term “coordinator” of fine arts because 
when you’re coordinating something it infers that you’re collaborating as well. I was 
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doing music, visual art and drama. Those were my responsibilities when I was doing the 
administration.  
Scene 1: Reflecting on our transitions from teachers to administrators 
The scene opens with Heather and Ana sitting in a booth in the back of the coffee shop. 
Both have a cup of coffee. Their computers and phones are laid out on the table before 
them. They lean in toward each other and are engrossed in conversation 
 
HEATHER 
So you went also from being colleagues with people to then being their supervisor?  
ANA 
Yes. It's still something that I struggle with.   
 
HEATHER 
I also came out of being colleagues with these people and I am now their supervisor, 
some of who I was friends with…which is a whole weird relationship.  
ANA 
The most challenging aspect was dealing with that one teacher who had applied for the 
position and didn't want me to have the job, as well as her buddy who was a non-
compliant teacher. It presented some problems, not only when I was applying for the job, 
but after I got it.  For example, when I had my first middle school music meeting, one of 
these teachers refused to participate, instead holding a newspaper in front of his face. I 
said, "Hey, could you put down the paper so you could be part of the discussion?" He 
leaned forward looking right in my eyes really aggressively. 
I ignored this because I didn't know what to do at that point and I didn’t want to make a 
scene, so I just continued with the meeting. Then at one point he said, "Just because they 
gave you this job doesn't mean that we have to listen to you. I don't want to listen to you. 
You're just going to go back and report to the superintendent, well, that's not okay with 
me." Now, if I wasn't so green and I had more confidence, I would have handled the 
situation myself and disciplined the teacher.   
But instead, I went to the assistant superintendent like, "Help. What do I do? I don't 
know." They ended up having a letter put in his file. It was just so unprofessional. So, 
there was a big adjustment period involved for some teachers because the previous 
supervisor had a very hands-off style. He avoided confrontation, and while I didn't want 
confrontation, I think I was a bit more straightforward. There was some push and pull at 
the high school level especially. Some of the teachers described this faction of the 
department as a snake pit because it was a very toxic group of people. It's so much better 
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now, because a couple people retired and we were able to put a good working group 
together.  Before that, at the time, I would tell myself, "Okay, I should probably go up to 
those teachers’ rooms. But I don't want to." That was stressful. Really stressful. 
 
HEATHER 
Yikes.  I didn’t have to deal with any insubordination, but it was definitely challenging to 
suddenly be the boss of people who had previously been my colleagues, especially since I 
was younger than a number of them.  I remember having to run my first department 
meeting at the beginning of my first year; I had no idea what to talk about! It ended up 
being such a business-like meeting, with no real discussion about teaching and learning 
goals. I cringe when I think about it.  As I’ve gotten more comfortable I realize that these 
meetings are such a good opportunity to see your staff as a full department, and have 
them see what is going on at all grade levels, and I try to take advantage of that. That was 
something I discovered that I really liked about making this transition.  
ANA 
I agree! I think the most rewarding thing is seeing how the entire program fits together, 
and being able to see the kids grow as they progress through pre-K to 12. I still have 
relationships with them or even follow them on Twitter as they go off to college and do 
these awesome things. I love being able to say to the teachers, "Look at what you did as 
an elementary teacher. Now this kid's singing with a professional ensemble,” or 
whatever. I love seeing the big picture and I appreciate helping to guide the curriculum. 
I'm not an authoritarian. We are a team. Somebody needs to do the advocating, and I feel 
very confident doing that now.  
 
HEATHER 
If you'd asked me even four or five years ago, I don't think I would've said that. I wasn't 
in it long enough to realize that I really enjoy working with teachers. It's not that I don't 
like being in the classroom, but I like the being outside of it and seeing the scope of the 
program. I think that that's really cool. When my predecessor retired, I'm almost 
embarrassed to say this, I didn't want to work for anybody else. That's why I was 
interested in it initially. But I then discovered I really actually genuinely liked it and 
surprised myself with that realization. 
ANA 
That's so interesting.  
 
HEATHER 
I never would have thought that I liked being outside of the classroom almost better than 
inside sometimes. It's not that I don't love teaching. I love my students and they're 
phenomenal, but there's something so rewarding to me about seeing all this and being that 
support system for all those people doing that work. I really like that. I never saw that. I 
was surprised 
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ANA 
I feel that it's a privilege being an arts administrator because the position itself is so rare, 
and important. When it can be done, I think that it has to be done as well as we can do it.  
 Inside the high school conference room, Mike and Heather sit across from each other at 
the table, already engaged in conversation 
MIKE 
I think it was hard to shut down the teacher and start up the administrator. One of the 
things that became painfully obvious in a district where you’ve been working for 20 years 
is that you have alliances within the teaching staff, and some of those will help you and 
some of those will hurt you. It can be a very difficult transition. People take sides. You 
have to make decisions that are in the best interest of the kids.  
 
HEATHER 
That is my go-to thought when making tough decisions.  It’s so hard sometimes to make 
decisions that affect teachers, their schedules, and everything, but at the heart of it I 
always have to ask myself, is this in the best interest of the students? Because they are 
what’s at stake. Not everyone is going to like that decision, but it is what it is. That was 
something that was hard for me to adjust to.  The teachers I had been friends with were 
now people that were affected by the decisions that I made.  I felt like I really had to step 
back, in a sense, in terms of our social relationships. 
 
MIKE 
It was when I retired that I realized that apart from my immediate circle of people, which 
was maybe four or five people, the circle didn't extend out into the staff as far as it did 
when I was a teacher. Administrators, yeah, they support you to a degree, but they're not 
your social friends. There's a few handful of teachers you might socialize with, but you 
have to be careful in social situations. I deliberately chose not to go out drinking on 
Friday afternoons with my companions to avoid the conflicts. There's some isolation that 




Interesting. Yeah, I feel the same way about my own playing sometimes. It became a 
different outlet…a different deal, right? 
 
MIKE 
Back then I tried to do maybe a gig a week or maybe an average of three or four per 
month. That was enough to keep that circle of people going and keep my brain fresh. I’d 
also play a round of golf on Friday afternoon. The first few holes would be miserable. 
Then as I started to leave the staff and all that stuff behind, I noticed that the scorecard 
improved greatly around the fourth hole. The guitarist I work with, we would play nine  
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holes of golf on Friday afternoons, when we didn't have a gig that night. It was extremely 
therapeutic. I'd have it out of my system by the time I got home. 
 
HEATHER 
Yes, that's smart. Playing for me became more important than ever. It not only was 
therapeutic in the sense of doing something different and getting my head out of school 
stuff, but it reminded me who I was as a musician, and why I teach music…the action of 
doing it was more important to me than before.  
 
MIKE 
The transition was tough because I had to get certified. In the coursework, I received 
what I thought might have been some particularly bad advice; for instance all your art 
teachers are concerned about is having their supplies. When I heard that originally, I 
thought that was the dumbest thing I'd ever heard. Then after listening to my art staff, it 
was confirmed it was the dumbest thing I ever heard. The art staff wanted a chance to talk 
and share their lessons, their ideas, their creativity with one another and not to be isolated 
as specialists in their own individual buildings. They were greatly jealous of the music 
and their state conference. The art organization is not that strong. They felt like 
stepchildren to a certain degree, being in the fine arts department. It was interesting to sit 
down, talk, and listen to them. Their complaint was that they felt very much like they 
were ignored.  
 
HEATHER 
I encountered the same thing here, but with my drama staff. They had been largely 
ignored in our department for professional development. One of my teachers always tells 
the story about how he had to sit through a department meeting about teaching recorder. 
He chuckles about it now. But they are a small department, they don’t have a strong state 
or national organization like we do, and they don’t get the same opportunities.  I’m lucky 
in the sense that I have a degree in drama, so I come at them from a place of experience- 
two of them attended grad school with me, so they respected me from day one.  
 
MIKE 
The first 30 days, I had two of my art teachers try to run me out of town on a rail because 
I was ignoring them or not listening to their concerns. They wanted an art specialist as 
their department chair, and they made their choice very well known to the assistant 
superintendent.  We had a few rough tangos the first few months, but I think within a 
couple of years, they figured out that I was looking to get them the same recognition that 
the music teachers have.  We setup a district-wide art exhibits. We had traveling exhibits. 
We always had exhibits on over at the school committee building and made sure that 
there was something in report every month about what was going on in those classrooms. 
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HEATHER 
How did the people you were friends with respond to you when you came in and started 
doing evaluations on them on that first year? Were they supportive of you? 
 
MIKE 
I think most of them were. I had a staff of twenty and I would say of the twenty, fifteen 
were great to work with and five were not going to listen to a thing I had to say. I knew 
that in most of those cases, time would take care of it within two or three years because 
some of them were going to retire or go elsewhere. That is exactly what happened. They 
either left teaching altogether or they retired. Then the folks I hired, we had a great 
working relationship.  
 
HEATHER 
I had a similar experience. That’s when I finally started to feel like this was my 
department. When I finally got to start hiring in new people the dynamic changed. How 
long did it take you to feel like you had your department?  
 
MIKE 
I would say it took three years for it to really become my department. We were not an 
arts program when I took over the job. It was art and music; no dance, no drama. Drama 
was with the English department. The English department stopped speaking to me when I 
took it over by eminent domain, but since we were sharing the facility, the space, the 
calendar, the kids, and it was all taking place within 25 feet of my office, I guess I was 
involved in a hostile takeover. I also hired a drama director, which was greatly needed. 
That went through several iterations before it really took off and became a real bonafide, 
highlighted part of the arts program.  
In the choral area, things were rather topsy-turvy when I came to be the administrator. 
The first hire I made was a new choral director but the kids really loved their previous 
director, and did not respect this new guy I hired. So ultimately, we had to move on him 
and let him go.  After two years, it finally settled down.  I was doing the band at the same 
time, which, in my district, was not a good decision because the band was huge. I did 
decide after one year that I needed to hire a band director. That made my staffing at the 
high school what I needed. We already had a choral director doing some of the choirs and 
we just gave them all of the choirs. Then hired an instrumental director to do classroom 
and instrumental. That straightened itself out. I was able to hire some other teachers in 
the department as well that adhered a little more closer to my philosophy of what a 
classroom should look like and what we should be teaching.  
 
HEATHER 
I don’t know what I was expecting, but it took a lot longer than I thought to make it feel 
like my show. 
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MIKE 
The first year, you'll learn all the things that last guy left undone. It doesn't matter how 
advanced your program is and how many years you've been there and how established, 
there's so much to do all the time and you're not going to finish it all. You have to make a 
decision: are you going to deal with this problem or that problem or the other problem? 
Prioritize and then take care of the top priority things.  
I think some of the things I learned in year one: listen more; I don't care what it takes, get 
out into the schools; frequently meet with the teachers; provide opportunities for teachers 
to network with one another. I think it may have been ahead of its time, but we built 
professional learning communities for the arts teachers. There was a degree of 
productivity that came out of that, that if there was a problem or an issue, I could identify 
it, talk with them, figure out the root cause or try to figure it out, and then work together 
with them to solve it. Year one, I didn't realize there was so much that needed to be done. 
Year two: holy crap, how are we going to get it done? Year three: all right, guys, let's do 
it; let's implement our plans, let's move forward.     
 
HEATHER 
What did you find the most rewarding about transitioning into administration?  
 
MIKE 
That's a really tough question. I still don't know the answer to that question.  There are 
two levels of being an administrator. One is that of a manager, and there's a lot to manage 
just to keep the day-to-day operations. Then there's the vision part and trying to have a 
strong vision and making progress to achieve your vision when all of the funds are now 
being channeled into tested subjects. I think success is measured by looking at where the 
program was when you took over. Then seeing how it evolved and how much of that 
evolution you had a hand in doing.  
 
 
Scene 2: Advocating for Teachers 
ANA 
I think advocacy is one of the most important parts of this job. I like talking to teachers 
about practice, I like helping to design curriculum, assessments, and all that great meaty 
stuff, but without an arts administrator, there's no voice at the district level. The teachers 
are generally not part of the discussion when decisions are made. When this happens, 
they're disempowered and the kids suffer. I was in a middle school administrator meeting 
last year, which was a really tough year, budget-wise. The superintendent was there in 
addition to the assistant superintendent, the content coordinators, and the principals, 
which was unusual, so I knew something was up. At the meeting, the principals presented 
a schedule that they had not run by any of the coordinators first.  The proposed schedule 
cut music instructional time in grades 5 and 6 by 90%.  And we've currently got great 
programs.  Public perception of the programs is good, people value them, and then the 
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principals are talking about making these cuts. It was one of those rare meetings that I 
had to tell myself, "Wait until you get home to cry. Do not cry in front of these people. 
Don't act as furious as you feel."  
 
HEATHER 
That is definitely something that I had to learn. This job can be fraught with emotion.  I 
know its because I care so much, but learning how to deal with those feelings…well, lets 
just say there’s a learning curve.  So what happened? 
 
ANA 
I did the math quickly in my head as they're talking, counting the minutes that would be 
cut off of the current offerings. What it came down to was that the principals wanted to 
add more time on math and reading, add a socio-emotional support block, and more 
computer time. I was confused as to why these changes were being suggested, because 
our standardized test scores are good. In addition, research tells us that simply adding 
more time on math while repeating the same teaching practices is not going to improve 
math scores. Sometimes you have to look beyond the number of minutes they're in the 
classroom and think about the quality of teaching and learning. And that was just not 
done. The proposed schedule just gutted all of the programs.  
So in that meeting where the new schedule was proposed, I had to lay it on the table: 
"You're cutting grade 5 by 90%. You're cutting grade 6 by 75%. It's not acceptable. I 
don't think the community will accept this." The superintendent who was in the meeting 
was like, "Oh. Really? It's cutting it by 90%”?  He clearly didn't know what was currently 
offered. When it comes down to it, principals and superintendents want standardized test 
scores to be good, and they, I think, often have a knee-jerk reaction to add more time if 
scores are lower than where they would like them to be. Situations like one show that, it's 
really important to have somebody to advocate for the arts programs, because it's not a 
priority for so many administrators, even if they pay it lip service. 
Adding more time to math or add more time to reading is not the best approach. The kids 
need music and art classes. I'm preaching to the choir here, obviously. But I needed to be 
in the room to stand up for the arts; no one else understood how devastating the proposed 
schedule would be. Every other coordinator in the room was happy. The math guy was 
like, "This is great." I felt like strangling them. After I spoke up, they put the breaks on 
and didn't move forward with that version of the schedule. If we didn't have an arts 
administrator, then we would have seen the direct results in horrible schedules and most 
of our music teachers cut to part-time. Going from full-time positions to half-time 
positions would absolutely lead to many of our best music educators to leave the district. 
It would just decimate the program. 
 
HEATHER 
I feel like teachers coming out of school today are starting to be better prepared in that 
sense that they advocate for themselves in terms of resources, knowing where to go and 
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what to ask.  If the teaching situation that has only a principal as an administrator, it’s a 
really good thing to advocate for yourself. What the principal can't do is tell you how to 
apply general classroom competencies and teach music. That's where music supervisors 
come in- because the new teacher evaluation is not a music-specific designed system, and 
we have to find our ways to adapt.  
 
ANA 
Yeah well that's the sad thing for those without a music supervisor- they really need to 
translate for their administrators and say, “Here's what I'm doing for standard one. Here's 
how this is meaningful. This is what it translates to in the rubric.” I think a lot of 
principals simply do not understand the content or appropriate pedagogy. Their approach 










That's something I wonder if needs to be done at college more, because this is the world 
that these new teachers are coming into. They may not have you or me in there. They 
need to understand how they fit into these standards and they need to have that in their 
junior and senior year of college so that they're coming in with a foundation of this- not 
coming in and going “I don't know what to do.” They need to find a way to empower 
themselves I guess is what I’m saying.  
 
ANA 
Right. Just having a realistic idea of what teaching is really such a shock for recent 
graduates to transition from music land, surrounded by music pedagogy experts and then 
being thrown into a school where they're isolated singletons being evaluated by, say, 
people with a background in math, or former PE teachers.  
 
HEATHER 
Yeah. That's exactly. Then you don't know what to do and then I think so many principals 
just don't do it well because they don't know what to do. I've had the most success when I 
can be proactive and go to an administrator or principal and say, "Hey, here's how this 
fits into standard one." "Oh, okay." What can I look for when I go do this mini 
observation for this person? Hey, here's where they're at right now.  
 
ANA 
I had to do that recently for that weak teacher because her building administrator is brand 
new to the district and brand new to the evaluation tool. I said, “why don't we go in 
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together with the teacher's permission?” In our meeting after the observation, I explained 
what the teacher was doing during class, and the principal was saying, "Man, I'm her 
primary evaluator and I don't know why? What am I gonna do?" I said, "Let me put 
together a little cheat sheet for you," so I did. I also addressed some of the concerns she 
had about the structure of this music class, because it always “seemed the same.” I 
explained that the teacher was attempting to align the structure of her class to the 
Feireabend approach, so it makes sense there would be similar elements in each class. 
Then we looked at the evaluation rubric and talked about how each activity might fall 
into appropriate indicators or elements. We'll see how that works as we progress through 
the year.  
 
HEATHER 
That's where we are important because we can do that. I don't think there's anything 
wrong with my principal going in and seeing one of my other teachers. I would love them 
to, because at the end of the day he's going to be the one that's going to support the 
program budget-wise and everything like that, but he needs to go in educated and 
informed. If we're there, we can do that. At some of my schools, the principal who does 
their evaluations will email me before they’re going to do a mini observation. Says, “hey 
anything you can tell me?” It's taken me years to set that up. Not all the principals do that 
but I have more success with it now.  Teachers that don't have us as an administrator in 
the position need to do that, I think. 
 
 
Scene 3: Support…or lack thereof 
The scene opens with Heather and Ana sitting in “their” booth in the coffee shop. Both 




I feel like I got more support as a teacher than as an administrator.  There were always 
people to reach out to when I was just a teacher. I often feel isolated as an administrator. I 
don’t mean that in a physical way, but more that it’s hard to find people who understand 
what we really do. I think back to all of the people that helped me and supported me as I 
began as a young teacher, and there seems to be more there. 
 
ANA 
The time I felt most supported as a teacher was in my very first job in the public schools, 
in a small school in a rural community. It was actually a one-school district, so they didn't 
have content area administrators; it was just a principal and a superintendent in the same 
school, which is so unusual. I shared a classroom with a veteran music teacher, and I 
went into it thinking, "What if she's a real witch? I'm so nervous about this." It ended up 
being the best learning experience and best collaborative experience that I've ever had. 
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She opened up her books to me, gave me a year's worth of her lesson plans. She's a 
brilliant teacher. I didn't know anything, and I learned so much from her. Her lessons 
were so well crafted.  It was really the first time I had put that much thought into careful 
standards-based lesson planning, because in the private school, I was winging it and I 
didn't have any training. She was my real teacher. That was my authentic student 
teaching experience, because she would be there during every class I was teaching, sitting 
at her desk working, and we would debrief after every lesson. It was so great. We're still 
very close. Because she was my direct peer, I was really open to her suggestions, and she 
was my music education idol. Over time, it became a real joint collaboration, rather than 
me just desperately clinging to her coattails.  
 
HEATHER 
I feel like student teaching was where I got support.  It helped that my first real teaching 
job ended up being nearby, so I still could reach out to people from student teaching, and 
from my university, while I was in my first year. Did she have any formal evaluative 






It was just truly a collegial relationship. 
 
ANA 
She's wonderful. She introduced me to other excellent educators, and I just wanted to 
soak up anything that I could because I realized I was pretty clueless. It was just such a 
good experience. Really, that music teacher was my spirit guide! I also think that the 
administrator who encouraged me to enter the administrative world was really one of my 
champions. I never thought, "Oh, I want to be an administrator,” but he said, "I think 
you'd be really good at this." I again, was clueless, so I ended up in an administrative 
position because I trusted him and wanted to challenge myself. Then he said, "You know, 
I really think you should get involved with the state music organization." He has always 
encouraged me. He's written me about a thousand recommendations over the years. I 
really appreciate that. I think being in the state organization has been very helpful, too, 
because it can feel isolating being a music administrator, and I have been able to hook up 
with a lot of great administrators from around the state who I can bounce ideas around 
with. That's been a big support system as well. I haven’t always been as lucky though.  
 
HEATHER 
Really? It sounds like you had some good support systems to get to where you are.  
 
ANA 
Not always. When I first taught at my middle school position, all students were enrolled 
in music classes. If they weren't taking chorus, band, or orchestra, they were participating 
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in general music, so they were still getting some experience with music. During that time, 
because the participation levels were so high in the performance classes, sometimes the 
general music numbers would be really low. I might have eight kids in my general music 
class. The principal would walk in, see eight kids in the class, and think, "This is 
somewhere I can save money." One day we came in and the principal gathered all the 
teachers in the building together and said, "Okay, so just to let you know we're not going 
to have general music next year. I'm cutting it out."  
It was a shock to hear this news, and at the same time, I didn't know if this meant I was 
going to be moved into a part-time position. All I knew was that now, these kids currently 
taking general music would not be getting anything in the way of music content. I had 
gotten a phone call earlier in the day from the arts administrator who said, "I just want to 
give you a heads up that the principal might be saying something. Don't freak out about 
it." I don't think he was allowed to talk about it with us first. The principal didn't give the 
music teachers in the building any advance warning at all.  He simply made the 
announcement in front of her entire staff. If I were the principal in this case, I would've 
spoken to those teachers who were directly impacted first. We really felt like we were 
being thrown under the bus. 
That was a really bad period, and I did not feel supported because I felt powerless and I 
was concerned because it didn't seem like the principal had sought feedback from 
anyone. Maybe she had, but it was not a transparent process for us. That was a good 
lesson for me moving forward. 
HEATHER 
This may sound silly, but how did this make you feel?  I find it hard sometimes to shut 
down the administrator and turn on the teacher, and not take my feelings or anger or 
frustration into the classroom sometimes.   
 
ANA 
The first couple years when I was working with my teacher partner, I guess I didn't really 
grasp how lucky I was, because I was so overwhelmed with the newness of everything. 
But I was super invested, every minute that I was in the classroom, because I knew that 
she was evaluating my work informally, and I wanted to have these brilliant lesson plans. 
I was really trying to provide the students with a high quality experience, and she was so 
helpful throughout that process. On the other hand, when I felt like the administration 
was unsupportive and my position might be in trouble, it was a struggle to stay focused 
and not take my frustration into the classroom.  Feeling unsupported by building 
administration at times continues to be a struggle for every music educator that I know, 
including me. When we feel unsupported because of what is happening outside of the 
classroom, it’s so difficult to go in and be fresh for the kids. 
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The scene transitions to Mike and Heather, this time, in her office. They sit together at 




I felt really supported in my first school district. Part of it was that I could screw up and I 
knew I was screwing up. Every now and then you make a mistake and you say 
something, do something that you know probably was not the correct way to handle 
something and that’s when you know somebody has your back because they pull you 
aside and they say, “Can you think of another way you could have handled that?” They’re 
not yelling at you but just saying, “we’ll approach this together.” I learned from that to 
use that approach with many teachers. 
 
In my last district I was really grateful to have an extremely supportive administration 
with the exception of maybe my final administrators.  All administrations I’ve worked 
with really got it. I immediately think of the second two superintendents I worked for. 
The first one was really old school, and I never saw them. The other two would be out in 
the buildings walking around, talking with teachers. They knew what was going on. 
When I became an administrator, one of the superintendents would call me up on Sunday 
nights and say, “Hey, there. We’re having a conversation on budget. I want to go in 
prepared. I’m preparing my thing for Wednesday night right now. Tell me why third 
grade strings is important.” At the time it was a little annoying on a Sunday night but I 
knew that he had my best interest at heart and actually, the kids’ best interest. He wanted 
to make sure that he could represent me in front of the school committee.  He gave me a 
heads up all the time. He’d say “There’s a conversation going on at this level with these 
people. Would you be wiling to come to a meeting? I’ll facilitate and you put your input 
in there. We’re not going to be making any decisions. They just need to hear from you 
and here’s some things to think about.” That was great. That’s the way it should be done. 
I learned so much from that one individual. He knew kids, he knew teachers, knew 
parents, and he had a vision of a what a school district should look like, with all the parts 
working together even if they didn’t understand each other.  Boy, I’ll tell you, that district 
grew and flourished under his leadership. The budget went up. He hired a budget guy that 
was a tiger. He said to me once, he said, “I never, ever want to see you pull money off the 
table.” You put your money on the table. It wasn’t always the penny pinching all the 
time.  
HEATHER 
It sounds like you had a lot of good support and role models along the way.  
MIKE 
Yeah, but there were still some out there. My last assistant superintendent, for example, 
we were off to a rocky start. If there's a comment to be made, it's probably going to come 
from me, and we got off on the wrong foot.  He and the superintendent developed these 
school district goals without asking the department heads or building principals or the 
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directors for their input and guidance as to what these goals would be, how long will 
these goals be in place, and will there ever be a long range plan for the school district. 
 
HEATHER 
Wow! That is so frustrating when things like that happen.  How can you develop goals 
for the district and not ask anyone for input? It just makes you feel like you’re irrelevant 
or not important. 
 
MIKE 
I asked that very question at our first department head meeting. You would have thought 
I had been sitting there in the theater and assassinated Lincoln, but I think the question 
made that assistant superintendent think. I think after he reflected a bit on the process, he 
realized that there needs to be a process in place for the development of district goals. I'm 
sure he sees these as needs. That's nice. How are we going to get everybody else to see 






He and I both learned a lot about each other during that time. I wasn't there to undermine 
him. I was there to state the obvious. Some folks were afraid to speak up. I said, "Listen, 
I'll be honest with you every time." As the oldest guy in the room there, I'm going to 
speak up on behalf of my colleagues. I'm wearing two hats. I'm a department head and 
those are my colleagues in that department head meeting. I also serve as an administrator. 
That's the framework from which the comment is made. As we move forward, let's have a 
more collaborative process, an inclusive process for help developing goals for our school 
district to follow. Let's look at that data from our teacher evaluations and ask our teachers 
what they need to be successful. 
 
HEATHER 
That’s exactly my point.  If you want us to support whatever the initiative is, then we 
have to be a part of the process and feel like we’re invested in it.  I feel the same way 
about my teachers.  When I have to make big or potentially controversial decisions, I 
rarely do it without at least some input from those involved. If it’s something that I need 
everyone on board with, then they need to be a part of the process of making those 
decisions.  Of course, not everyone is always happy with the final decision, but at least 
they are part of the process.   
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Scene 4: Beginnings in Evaluation 
ANA 
In my first job, the evaluator was the principal. Like several occasions when I've been 
evaluated by principals, she met with me for the pre-observation meeting and said, "I just 
want to let you know I don't know anything about music, so you'll have to explain what 
you're doing in the classroom." Her observation was really just focused on classroom 
management, student engagement, and the idea that if the kids are having fun that means 
you're doing a good job. She was impressed because the students were doing a wide 
range of activities in class. "Look they're dancing. They're singing. They're writing, or 
taking dictation," whatever they were doing. I don't remember. She thought that was very 
cool. But she couldn't tell me anything about the actual music teaching. 
 
HEATHER 
Did it bother you that she was really was hands off? 
 
ANA 
It didn't bother me at all, because I would get so nervous when she would come in the 
room. The evaluation process was all new to me. In that district, they didn't train the new 




Right. In my first full-time job, I remember the experience being evaluated for the first 
time, because my evaluator came in, and it was a music person, but he came in sat down 
in the back of the room with his paper and scripted and scripted my entire lesson. 






I survived two years in that job before I left. I remembered that last day when I was 
cleaning out my desk, I had a stack of evaluation papers in my desk drawer. I had never 
looked at it again after he gave it to me. This was the evaluative feedback that I got. That 
was my very first experience with evaluation. 
 
ANA 




It was spitting back, exactly. It felt so negative. It was rough. 
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ANA 
I remember that I would really carefully plan and I would almost rehearse with the kids, 
I'm very embarrassed to say. 
 
HEATHER 
Don't be embarrassed. That's so true for so many. It's so true. I know I used to do it! 
 
ANA 
It was before I could say, “Just come in any time and you're going to see exactly what I 
do.” After you become comfortable and gain confidence as an educator, it's easy to have 
an open door attitude. For my first observation, I basically taught the same lesson twice. I 
taught it the week before the principal came in, just substituting a different song. There 
was a lot of moving: We're going to be in a circle and we're going to do this activity. 
Then everybody gets a piece of paper and you find a chair to write on. We're going to do 
a music notation activity. I was really concerned with the flashiness of the lesson and I 
wanted her, the principal, to walk in and be like, "Wow. She's so organized and look at all 
these amazing things happening." And really, it worked, because that's just what she said.  
It was a good lesson, but I knew, and the kids knew, that I was doing it because the 
principal was coming in. That's embarrassing to think about.  But at the time to me, it 
worked because she said, “They were singing, they were dancing, they were writing.” 
She didn't know what it all meant, but she liked the lesson.  She liked that they were 
doing different things, and that they were all very well behaved while they were doing 
them and transitioning from one little mini activity to another, to another. I think it was 
more classroom management and she liked that they were all engaged and that the lesson 
was fast-paced.  
 
HEATHER 
I think that’s why people say that the old teacher evaluation models don't work, because 
this is what teachers can do. We've all done it.  Teach a lesson that you know is going to 
be perfect because you want to look good in front of someone watching you.  You're not 
in a growth mindset. You're in a, “let's impress this person” mindset. Is it because I didn't 
know any better or was it because I had an administrator that was a non-music person and 
I had to show off for them because they didn't know any better?  
 
ANA 
Well, when I did end up having a music coordinator evaluate me, I did the same type of 
thing for my first observation with him. In that case, I thought, “He knows all about 
music. I better be absolutely mind-blowing.” He came in and I had my chorus kids sing. I 
think we were getting close to a concert at that point or whatever, so it was almost like a 
mini concert. I moved way too quickly: "Okay, now we're going to do this song. Good. 
Next, we're going to do this. Good." Then at the end I'm like, "Okay, everyone. Get into 
your music game groups," which was something that I never even did, but the week 
before I was like, "Hey, what if we practiced and get in this music game group and then 
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you can play games today?" It's the stupidest thing ever and he knew. He was like, "I 
noticed that you didn't fix anything in the songs. I don't understand why you went on to 
the next song when during this one section they weren't responding to you or improving. 
Here's what I would've done." Then, I realized, "Okay. This guy's not out to get me. I can 
just teach like I would any other day."  It was more intimidating being evaluated by a 
content area person. 
 
HEATHER 
Did you find personally that you wanted different feedback as you were now gaining 
experience and growing as a teacher yourself? Or was it really a dog and pony show still? 
Or did you even know that you could get feedback from it that could effective? 
 
ANA 
I really didn't know anything, at the beginning at least. When I was in a previous district a 
suggestion from my principal was, "Write your objectives on the board." At that point, I 
didn't even understand why a teacher should do this. She's like, "Well, it's Skillful 
Teacher. It's basic Skillful Teacher." I didn't know Skillful Teacher. I didn't find that 
super helpful, and I had to personally come to terms with how did that look in my 
classroom? I was thinking, "I don't want to tell the kids what they're learning by the end 
of class.  I don’t want them to walk in the room and see on the board “today, you're going 
to read this passage in 6/8” or whatever when they don't even know what 6/8 is. I wanted 
to teach them using a “sneaky way”; that was the way I would think about it. Eventually I 
realized I don't have to tell them that they're going to read something in 6/8. I can just 
say, “You're going to explore a new way to count music.” That was a whole new concept 
for me.  Once I could finally wrap my brain around it, I did think that was really helpful. 
It made sense for the kids to have some sort of metacognition about what's happening in 
the classroom while they're working. It was helpful, even though at the time I was like, "I 
don't know what you're talking about."  
 
HEATHER 
Its like…you don’t know what you need to know.  In my early days, I was just trying to 
get through each day.  I wasn’t in a place where I wanted someone to help me get better 
at teaching, I wanted validation. I wanted someone to come pat me on the back and tell 
me that I did a good job.  That wasn’t “feedback” per se.  I had no idea what I wanted my 
administrators to say when they came into my class, except “Great job”.  Pretty sure that 
didn’t help me grow as a teacher.   
 
ANA 
That’s right. Just like you said before, when the principal commended me on that lesson, 
it validated me. It made me feel good. I was like “Oh, yay. She likes me.” When I had a 
music administrator observe me, he was able to ask me some good questions about my 
pacing. In the lesson he observed, my idea was that I needed to get through everything 
and I needed to do this extra thing that's fancy at the end because that will impress him. I 
should've just taught a typical lesson, but I that was my first year as a chorus teacher and 
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I had little idea of what I was doing.  I know that early in my teaching career, I put on the 
dog and pony show no matter what during my first observations. 
 
HEATHER 
It was having somebody in there regardless of who that person was. Yeah, I felt the same 
way. It was the act of actually having someone watch me teach.  
 
ANA 
Yeah but it was also because I was a brand new elementary general music teacher, or a 
brand new middle school chorus music teacher. I was very insecure. Now I think it would 
be a very different situation, but maybe the level of insecurity contributed to the false 
lesson that I was trying to act out. 
(The scene cuts away to Mike and Heather engrossed in the same conversation) 
 
MIKE 
I was never evaluated on my instrumental music teaching my first four years because that 
wasn’t my primary responsibility. I was teaching general music at the middle school.  
The principal there would observe me and there was a checklist they would use. They 
would go down the checklist and check off whether I was dressed appropriately, used 
appropriate speech, appropriate modeling and whether I was punctual and on time. I 
believe personal grooming actually was part of the checklist. It was not very stressful. 
There was nothing content specific in it. I was fortunate enough that I did have a music 
supervisor my first couple of years at the high school, who would come in, observe me, 
give feedback but once again, he used the checklist.  
 
HEATHER 
Was it always like that while you were teaching? When did things start to change? 
 
MIKE 
The director who hired me in as the middle school band director introduced me to a new 
way of evaluating teachers and for maybe the first time in…well, it was the first time in 
five years of teaching, I finally received some real feedback and it was shocking. “Open 
your eyes, open your ears, listen left to right, front and back.” A simple comment and I 
still remember this. “Did you know you’re left dominant? You pay all the attention to 
center, left. The right side, trombones, saxophones, alto saxophones didn’t receive any 
feedback for the course of a 40-minute lesson I observed.”  Now, I’m very cognizant 
when I’m in front of any group, district group or community group, be sure we spread 
that attention, left or right, front, center and back and really listen through the sound 
column.  But boy, was that eye opening.   
 
Within the first three months, I got told where the bar was and I wasn’t meeting the 
expectations. I was told I know you can do better. I knew I could do better as well so I 
did. It was put to me very clearly. At the time I was still gigging. I was doing six gigs a 
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week and it was put right on the line to me. My evaluator said “Listen, you’re asleep on 
your feet. You’re not catching half of what’s going on up there. You need to make a 
decision. Are you going to be a professional musician or are you going to be a 
professional teacher?”  
 
HEATHER 
That’s a pretty bold statement from an evaluator. 
 
MIKE 
Yeah, but that kind of feedback through an evaluation process was something I carried 
with me the rest of my life.  When you have an evaluation with someone, don’t varnish 
the truth; lay it out there and let the other person respond. I’m proud to say that my next 
evaluation went swimmingly because I did leave the band I was playing with, and 
decided that I would concentrate really thoroughly on being as good a teacher as I could 
be.  I raised the bar. Bang on the walls to put kids in the chairs. It really was 60-80 hours 
a week doing this middle school gig but the program really grew and flourished. We held 
a concert, 30 kids walked in to the auditorium and I said to the principal you can call the 
rest of the school down now. He said, “Turn around. They’re on the stage behind you.” 
Okay. Point driven home. I’m very thankful for that mentor of mine to really say, “ Have 
high expectations for yourself and get your sleep. Take care of yourself.”   
 
HEATHER 
That’s good advice.  
 
MIKE 
When I went into the new district, there was a music supervisor and he was primarily 
responsible for my evaluation and it was like clock work. I could almost write you the 
script.  This individual would come in and sit in the back row of the auditorium where it 
was dark and I wouldn’t know they were there. At this point, evaluation was all about 
scripting. They really codified in the script what a model lesson should be. You had to 
have your goals for your lesson, body of the lesson, and then wrap it up at the end and 
then give the kids some guided assignments so that it would stay fresh for the next time.  
 
HEATHER 
When you were a teacher being evaluated, was there an evaluator coming in and looking 
and watching you as a teacher or watching what the students were doing? These days 
we’re being encouraged to look more at the students as much as the teacher, and I’ll 
honestly admit I never really thought about observation in that way.  When I was being 
evaluated, it seemed all about me and not at all about the students.  
 
MIKE 
It’s a great question. For me, the ones who were most effective focused on the students 
and they focused on what the students were doing, what they were learning, and what 
behaviors the students were demonstrating in the class. They were looking at curriculum 
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obviously. We had a very good curriculum, very clear where the benchmarks worked and 
it would be evident through the student performance or the student responses as to 
whether or not the curriculum was being administered, followed, and understood. Those 
who came in and just focused on me were missing the, bigger point. I think probably the 
biggest shift for me as a teacher was to move from the sage on the stage to being the 
guide on the side. That was eye-opening and to do that was a leap of faith. It was spurred 
on by a gifted principal I worked for who really knew that true learning was happening 
when the students take more responsibility for their learning. Even in the band setting, 
Johnny is still going to put the first valve down when the second one should be down 
until they’re held responsible really individually and collectively with one another. I took 
that with me as I became the evaluator. 
 
 
Scene 5: From Evaluatee, to Evaluator 
(Mike is sitting across from Heather, reminiscing about the past) 
MIKE 
When I became an administrator, we were following the Madeline Hunter model and I 
learned to do the scripting when I did the evaluation. I thought it was great because we’d 
sit down and I have my script and I wouldn’t type anything up until after I met with the 
teacher. I would say, “Listen, let’s go over and I’ll tell you what I observed and maybe 
you can give me some feedback and help me frame a little bit about what you’re trying to 
do in certain parts of the lesson”.  
 
I found that both of us would grow and enjoy the dialogue. We all looked forward to 
doing the evaluation thing. At least, that’s the feedback I got. Whether it was true or not, 
I don’t know. I don’t think anybody was scared to have me come in their room. I think, or 
at least I hope, I was using a collaborative model for evaluation and working with staff 
members and asking a lot of questions. We’d sit down and have a meeting and I would 
always ask guiding questions and try to just get the teacher to talk to me about the lesson. 
Why that lesson? Why did you choose that material to teach? And what about your 
students? Are you sure you’re reaching every learner? How do you know that? What’s 
your data? We were talking about this stuff years before the state came through.  
Collegiality was expected.  
 
HEATHER 
Did the new model for evaluation allow you to do the same things that you were doing, or 
did you find yourself having to adapt to different elements? 
 
MIKE 
What I do like about the new model is I could go to a concert and use that data I gathered 
outside the classroom as evidence or an observation. “I saw you doing this. I saw band 
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rental night. I saw you working with parents in the community. I saw how you work with 
the vendors. I saw how you work with the students. I saw how you organized all of this.” 
I could submit that as my evidence that the teacher is doing their job or going beyond and 
doing an exemplary job. I learned how important the conversation really is and that the 
evaluation process really does have great responsibility and accountability in teacher 
accountability in getting people to teach the curriculum.  
 
And I did have some negative experiences with the evaluation under the previous model, 
because there were many constraints put on by our union and one of them is the 
evaluations had to be announced. I would meet with one particular teacher and I would 
say, “I’d like to see a sixth grade general music class.” She would say, “ No, I’d like you 
to see this fifth grade class.”  
 
HEATHER 
They had to agree to it? 
 
MIKE 
Yeah. There were problems with this teacher, and I knew there were problems, but I 
couldn’t ferret them out. When the new evaluation system came in that permitted 






Yeah. It was very interesting. If the teacher was in their first three years of teaching, it 
was easy to pull the trigger. That’s a terrible expression to use, but it was easy to reach 
terms and say, “This is not the correct district for you. This is not the place for you.” I 
would have a discussion with the principal if there were questions. The principal would 
do an observation and also look for anecdotal evidence throughout the building to see if 
this staff member was one that was really an integral part of the staff, or whether they 
were just punching the clock and going in and out. Usually, the principal and I would see 
eye to eye on that. I can recall only one time we didn’t. It was my very last year and I had 
a band director that was new to the district. That person really was growing. I had seen 
improvement and there was a good relationship with the students. However, the principal 
decided that this person was not to be a part of their staff for a variety of reasons. You 




How did you learn to evaluate when you got into that first role? Did your prior 
experiences influence you? 
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ANA 
The district had the new administrators take the observing and analyzing teaching course 
at the Research for Better Teaching Institute. At the time, this felt like a very extensive 
course with lots of homework. It met for about seven hours a day once or twice a month 
from the fall through the late winter. 
 
HEATHER 
Did you take this ever before you evaluated anybody or had you already started? 
 
ANA 
It was all rolled up at the same time. I was starting to evaluate as I progressed through the 
course. I	  think I was applying for my admin license at that point. The class started 
running just as I was hired as department head, which was then structured as .6 admin 
and .4 teaching. Then it changed to a coordinator position down the road, so now I'm a 
full-time coordinator who still teaches each day. And now, I evaluate as a coordinator. 
 
HEATHER 
As department chair you didn't? 
 
ANA 
Right. When the position changed, I had to get the admin license, because I was going to 
be evaluating. That’s also when I enrolled in the “Observing and Analyzing Teaching” 
course. I would not ever want to go back to a leadership position that did not include 
evaluation of teachers. With all of the paperwork and the headaches and everything else 
and the drama that can come with evaluations, as a department head I had no teeth. I was 




How did you feel about evaluating then, when you finally stepped into that role? 
 
ANA 
I don't think I was a good evaluator when I started and I think that's everything. You learn 
from experience. I evaluate both art and theater. I have some theater background. But 
music has always been my primary concentration. I actually learned a lot about art 
content when I stepped into this position. I carefully read the standards. I attend 
conferences. I'm doing anything I can to get street cred because there are teachers who 
will take advantage of the fact that I'm not an art teacher. I just try my best when I’m 
evaluating an art lesson, and I try and look at content rather than just student engagement 
and classroom management. It's a different kind of class. 
But I think in the beginning, I let personality sometimes sway my perspective of what 
was happening in the classroom, so I had to learn to be careful with that. If somebody 
was a real troublemaker, was somebody who didn't maybe work well with other adults, it 
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was hard to not let that add color to my perceptions of what was happening in the 
classroom during an observation. At the same time, I had a difficult time telling people 
where they should consider changes in their teaching practice. Really, I should've taken 
the first year I was evaluating and just absorbed everything, unless I saw something 
horrible happening. For example, there was a teacher who was nasty to me from the day I 
was hired. Now as an evaluator, I’m watching her teach, and realizing that on top of our 
personal issues, she wasn't a good teacher. She was doing things that we learn not to do in 
teaching 101. In her performance ensemble class, she had students set up in long straight 
lines in front of her. She sat at a keyboard at the front of the room and was playing their 
parts so loudly that I couldn't even hear the instruments. She didn't hold kids accountable. 
Kids weren't practicing. Overall, she just had really low expectations and no motivation 




This was one of the first people you had to evaluate? How did you handle that? 
 
ANA 
I handled it poorly because...look, I knew she wasn't a good teacher. I knew I didn't like 
her personally, but I was intimidated because she had a very aggressive personality. 
When we had our post-observation conference, I didn't say, "You need to change this. 
Why did you do this? This is not a good research-based practice, etc.” Instead, I wimped 
out and basically picked out the good things I saw and talked to her about those things 
and then I wrote the report expressing what I really thought. I knew I shouldn't be doing 
it that way, but I couldn't help myself because I hadn’t learned how to approach teachers 
about challenging issues. In my ears, what I wrote in her evaluative report didn't sound 
overtly negative, but with evaluation, understandably, any little critique or suggestion is 
taken to heart. She ended up pulling me into a meeting with the principal and the union 
president because not only was she upset that I did not give her a heads-up about the 
issues I saw in the classroom before I wrote the report, but also she did not see a problem 
with the way she was teaching, and she did not believe I had a right to request changes. 
Instead of fighting back on this, basically I had to say, "Okay. We'll just take this 
evaluation off the table and start over." 
 
HEATHER 
That was under the old system where it really was just writing feedback. There was no 
conversation really outside of the actual observation or observations meetings, which 
made things so one-sided, in my opinion. The only time we got to really talk was in 
pre/post observation meetings. 
 
ANA 
Yep. Pre/post-meetings. And that was really the only time she was observed by me. I did 
a very bad job with that observation, but it had to happen once. I guess if I were to mess 
up somebody's observation, it might as well have been hers because she wasn't going to 
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change no matter what. For example, when I said, "There's no research that says that 
playing over your students each time they blow into their horns is good practice," She 
responded with, “Well, there's no research that says it's a bad practice.” She refused to 
reflect on her teaching and had an excuse for everything.  
The only other kind of bizarre situation I had was from a teacher to whom I gave a very 
positive evaluation. She did a great job. It was a little bit of a dog and pony show, but it 
was a good lesson. However, she was unhappy with my report because she thought I 
didn't write enough- she wanted me to write a few more pages. Other than that, my other 
observations my first year as an evaluator were all very straightforward. I learned the 
hard way after that tough observation to be very conscious of anything that could be 
perceived as negative because even if I’m seeing something that's not good teaching 
practice, there are ways to couch it in a helpful, supportive, collaborative kind of way. I 
also learned that there should be no surprises in written evaluations, that everything needs 
to be expressed face-to-face before a pen is put to paper.  
I've gotten a lot better obviously over the years, and now especially that we're doing tons 
and tons of observations, administrators certainly get a lot of practice. I always like to ask 
at least a couple of questions about practice after an observation, even if there is strong 
teaching going on: "This was really interesting. Why did you decide to do that? Where 
did you learn that?" I like to encourage people to be reflective and to keep a conversation 
going. I’ve learned a lot from those dialogues.   
 
HEATHER 
I think that's what we should be doing and that's where the new teacher evaluation 
systems are leading.  It's so much better. When I first started evaluating, I did it the way 
that I was taught how to do it or the way that I had experienced it and the way that my 
supervisor had done it for me. I essentially sat in the back of the room and scripted out 
everything. My principal who did it for me was brilliant at scripting out lessons. It was 
bizarre how on point she could be, but it didn't really tell me a whole lot. It wasn't a 
whole lot of conversation that went with it outside of, "Here's all the stuff I see that you're 
doing well." I can honestly say that I never thought to ask for anything or want anything 
from it, so when I started evaluating, that's what I knew how to do. I'm embarrassed to 
admit my first couple years, this is what I did. I scripted it out and it became a “here's 
what I see you do” because I didn't want to offend anybody. But as I’ve gotten better at it, 
it's the conversation part that is the interesting part of it. It took me 3 years of being an 
evaluator before I knew that and the only reason I learned it was because they got rid of 
the old evaluation system and I had to do something different. All of a sudden now we 
were talking with teachers, rather than to teachers. I never experienced this in my years as 
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ANA 
I actually really like the observation part of the evaluation tool, and I don't mind going in 
6-10 times a year over a cycle. Touching base with the teacher after an observation, I 
agree that's the valuable part. And I try to keep my eyes off the paper or iPad when I am 
observing so that I can really see what’s happening in the classroom. The analyzing and 
observing teaching course was helpful, because it taught me how to back up my 
statements as I evaluated teachers. Their approach to making assertions about teaching 
practice is claim, evidence, judgment. You make a claim: “Students are learning at grade 
level expectations,” whatever it is. Then the evidence is a little quote or an observation 
about what the kids were able to do. I always include direct evidence whenever I'm 
making a claim in an observation. After stating a claim and supporting it with evidence, 
then a judgment is added: “As a result of x happening, y or z is taking place.” This 
approach has been helpful if I have a teacher who I notice is only calling on the same 
three students for the entire class. I can actually say, “Not all students are engaged in 
responding to questions. For example, you called on Amy five times and there are fifteen 
other kids who you didn't acknowledge. As a result, some students may wait for Amy to 
answer rather than attempt to become involved in the discussion." Little things like that. I 
still use some scripting, but I don't write for the entire class. A lot of what I'm scripting is 
stuff that the teacher's not even saying; I will always write about what the kids are doing 
just as much as what the teacher is doing. I think that's pretty helpful. If appropriate, I'll 
go around and ask students some questions; the teachers are used to this practice by now. 
 
HEATHER 
You ask the kids questions? 
 
ANA 
Yeah. I'm not going to interrupt the lesson if they're right in the middle of playing a piece 
or something like that, but if they're putting their instruments away or if a kid in an art 
room is working on something, I’ll often go around and ask them a question based on the 
standards or posted objectives. If a kid can use their own words to describe what they are 
doing and why, great. If not, maybe the teacher should know that the kid couldn’t answer. 
Sometimes we assume that kids understand more than they actually do during class, but 
the students would actually benefit from more explanation or communication by another 
means of representation.   
 
HEATHER 
Since we have to do both, do you like mini observations or full observations better? In all 
honesty, I’m torn.  The minis are nice because you get into the classroom more often, but 
I feel like I can do a more thorough job with my teachers in the full observation. And 
since my Professional Status teachers only get mini-observations, I never get that 
opportunity any more with them. And trying to find the time to get out of my own 
classroom and into everyone else’s and then go back and do face-to-face feedback with 
them, is really difficult with my schedule. 
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ANA 
I like the short observation, because it's not a dog and pony show, so I can walk in at any 
time, any day.  I mean I'm not going to walk in on Halloween or whatever. But there 
should be consistent teaching going on, no matter when I walk in.  
 
HEATHER 
Talking about Halloween, I had a veteran teacher let me come in the day before a holiday 
because she specifically wanted me to see these two classes She's got one class behavior-
wise that is awesome and one that isn't. She really wanted me to come in and she said, "I 
want you to come watch part of both. See me do the same thing twice and see what you 
see because this is something I'm struggling with." I felt bad about the timing, so I 
emailed her and I said, "You can say no to this. It's the day before this holiday." Her 
comment was, "No, come on in. They're not going to be any worse than anything else." I 
went in and observed both classes, and the kids were fine. Her worst class had come from 
a party and they were late. She was awesome but I commended her for doing that too 
because of the timing. But it’s exactly what you were saying- she's going to teach the 
same way for the most part. And I know what to expect when these kids come to music 
after the party. We ended up having a great time, and she did a great job. We had some 
real concrete things to talk about on her pacing and how she approaches one class versus 
the other, irrespective of the fact that it was a holiday.  
 
ANA 
That's the mark of a reflective teacher who wants to improve.  
 
 
Scene 6: Evaluating Teachers Other than Music Teachers 
HEATHER 
Do you tend to give feedback that is more music specific to your teachers? Or does it end 
up being more about general teaching competencies? Or is it a crossover? 
 
ANA 
I think it's a crossover. As far as encouraging teachers to challenge the students, it's 
easiest in the areas I'm most comfortable because I can be very specific; I can say “I think 
that your fourth graders can handle singing in two parts. What can we do to make that 
happen? Where are they struggling?” If it's a situation where I’m not sure how to improve 
something, I try to encourage people to use their resources. So if one band teacher has 
great success getting the clarinets over the break and another is struggling with this, I can 
set up a time for them to share ideas and practices. Because I’m not an expert in this 
myself.   
 
HEATHER 
I was going to ask that…how do you handle situations like that?  
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ANA 
I mean I don't know how to improve the timbre of the beginning clarinet player because I 
haven't taught it. I'm going to try and encourage peer observation- that is a personal goal 
for me for this year. 
 
HEATHER 
That’s a challenge, I feel, that my professional knowledge is only in certain areas. I'm a 
band-specific person. I've taught it, I've played. This is what I do, so it’s easy to talk 
about. I try to think about where did my knowledge come from? I guess some was 
through reading and talking with other people and the little bit that I learned in college. 
Then I did teach general music for a couple of years so I had a little bit of hands-on 
experience but not a whole lot. I feel like I constantly have to address where my weak 
content areas are. 
 
ANA 




You sound like a very reflective person. 
 
ANA 
I try to be. 
 
HEATHER 
I think we have to be, to be good at our jobs. We are making an effort to reach out to 
teachers by learning more about what they do. Am I ever going to know as much about 
choral teaching as I do about instrumental music? No.  
 
ANA 
Right. Or playing the viola, nope. 
 
HEATHER 
I think though, that it goes a long way to show those teachers how much you support 
them by doing that for yourself to be able to try and help them as best as we can.  
 
ANA 




Right. Exactly. Then, for me, I always think about how can I give back effective 
feedback to everybody in the best way that's going to help them grow? Especially when I 
have limits in my own content knowledge. That's something I struggle with.  
   
91 
ANA 
Music is my area of focus, and I think I am able to provide the most meaningful feedback 
in music observations because I can say something specific: “You need to work on 
getting them to sing with uniform vowel shapes. Here are specific techniques that you 
can apply to do that.” When I'm in the art room I can see how this aligns to the 
curriculum. “Nice job, you might want to tweak this to then you can work this standard 
in, etc.”. I know the standards and I know the curriculum, but I'm not an art expert. I 
think the best thing about having more experience in observing art teachers is I can say, 
"I see that you're doing a Day of the Dead project with creating sugar skulls in grade two. 
This teacher does the same project in grade seven and then this teacher does it in studio 
one in high school. Maybe the three of you can get together and talk over approaches to 
this project." I think I'm more of a resource that way, rather than saying, "You should 
have your kid hold the brush a different way and that'll be more helpful," because I 
honestly don't know much about advanced art techniques.  
 
HEATHER 
You may never understand art like they do. I'm never going to understand chorus like my 
chorus teacher does. I mean, look at how many areas we have just in music. I am a band 
person. I can tell you how to conduct and rehearse a band and I can give you great 
feedback on ensemble conducting and teaching strategies, because that is what I do. 
When I go into a chorus class, or a general music classroom, it’s different. I've taught 
them before, but I don't have the pedagogy knowledge or the same everyday knowledge 
that those teachers do. But I can get them to look at the bigger picture. I can ask them 
questions to draw out what they're thinking and then I can help them make connections to  
the bigger landscape of what is going on in the department. 
 
However at the same time, I'm learning from those teachers what their teaching and their 
subject really looks like. I may have my own ideas of what good teaching there should 
look like but is that true? I don't know because I'm not physically doing it. That's where I 
think the new teacher evaluation stuff can help us in that sense. It's making those 
connections with teachers, and encouraging them to be reflective. But the important part 
of our job that we have as their supervisor is that we pull it all together. Relying on 
teachers and their knowledge is important because they have that knowledge, and it 
teaches us new things at the same time.  
 
ANA 
Yeah, I think you're totally right. Especially for good teachers, it's easy to help encourage 
them to make connections and be reflective. But even in music, there are specializations. 
Like I can't talk about bassoon embouchure. No clue. I can talk about the flute because I 
played it, but cello? Not really.  
 
HEATHER 
Right. It goes back again, you can't know everything. You just can't. It’s an unrealistic 
expectation. 
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ANA 
But knowledge of basic music pedagogy is transferrable to situations where you are not a 
content expert, and that's still stuff that a non-content area administrator wouldn't get. For 
example, one teacher strongly believed that the most important thing that her band 
students do was tap the beat with their feet all the time. ALL the time, loudly. I mean it 
would get to the point where they'd be on stage at a concert. There's a measure of rests at 
the beginning of the piece, but you'd still hear “boom, boom, boom, boom” as 50 students 
tapped their feet on the stage. It really detracted from the music and didn't teach the kids 
anything about musicality. Now when I shared these thoughts with the principal, she was 
like, "Oh, really?” She hadn’t even thought that this emphasis on always tapping the beat 
does not always encourage students to develop musicality.  
(Scene Change) 
 
Scene 7: Evaluating New Teachers vs. Veteran Teachers 
ANA 
I've observed that in general teachers require different things at different points in their 
career. Right now the brand new teachers that we're getting are very comfortable with a 
lot of the nuts and bolts of curriculum design, and they're open to the teacher evaluation 
process. They're ready to go, ready to sparkle. They know what backwards design is. 
They know what Universal Design for Learning is because they had recent coursework 
on this. They have already gotten  their SPED and Sheltered English Instruction 
endorsements.   
 
For brand new teachers, when I'm observing them and giving them feedback on what I'm 
seeing in the classroom, I just try and support them and give them resources and make 
suggestions early to try and maybe nip a bad habit in the bud, or push them in a good 
direction. For example, our elementary music teachers decided as a whole to adopt the 
Feierabend approach in all of their lesson design and curriculum design. It's working out 
great for them and the kids. We have a brand new elementary music teacher who's 
wonderful, but he needed training in this. So I encouraged him. In his classes, my focus 
with him is figure out a way to get the kids to be able to sing at pitch, even though he has 
a low voice and models for them in an octave below where they should be singing. That's 
a challenge that we've worked on. He's been open to suggestions. For the more 
established teachers, all of the stuff that's so natural for the younger teachers is a struggle. 
You can't really blame them. If they've been teaching for 25 years and I say, I'm going to 
find a way to support you and try and get you more professional development in 
Sheltered English Immersion, the immediate reaction is a sarcastic, "Oh, great.” 
 
HEATHER 
Right! It’s like, “another thing to bog us down”. 
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ANA 
Yes! They think “Another stupid requirement, and it has nothing to do with what I teach." 
This is the knee-jerk reaction, right? 
 
HEATHER 
Absolutely. I totally have seen that in people that I work with. All across different 
departments- it’s not just the arts.  
 
ANA 
There's resistance. The big challenge for me is to say, "We can make this work. We're 
going to find a way to make this meaningful for us. We're not going to waste our time."  
It's much easier evaluating a brand new teacher. First of all, they don't have professional 
status. They will consider every suggestion and they'll try their best in general to 
incorporate the suggestions because they know their job is on the line if they don't. With 
the veteran teachers, I mean most of the teachers are great, but there's always something 
to learn, an opportunity to reflect, and a way to grow. But I do come across teachers who 
are just really, really set in their ways. They believe they’ve had good results. I believe 
they could have better results. Maybe they're a little resistant to suggestions because this 
is how they’ve been doing it for 25 years.  
 
The teachers I have been lucky enough to hire wanted to work in our district for specific 
reasons, and they really were qualified. I felt great about hiring them. I'm lucky there 
because I haven't really had to ask for sweeping change or anything. It's more I ask a lot 




What do you find when you go into a classroom of a new teacher? How do you approach 
evaluation with them? 
 
ANA 
I think it's so different for each teacher. I think a lot of being a new teacher is just 
developing a natural rhythm to your teaching and finding out who you are as a teacher. 
We hired one teacher who had worked in a very rough district. One thing that I had to 
work on with her was her classroom management. I don't know how to describe it, she 
was on the kids every second, which must have been the way she needed to approach 
classroom management in her previous district. I had to be like, "I think maybe you want 
to readjust your approach maybe you can lighten up." She did say by the end of that year 
she found out who she was in her school, which is great. For one of the other new 
teachers we’re focusing more on literature selection for performance ensembles, as well 
as some classroom management because that teacher was dealing with 80 kids at a time 
for a chorus for the first time and is not a chorus teacher. The music teachers that I've 
hired have a really good grasp of using their resources wisely. They will jump into 
   
94 
learning.   They'll get themselves training. They really want to use their resources, and 
are sharing a lot with other teachers. 
 
HEATHER 
Do you think the attitudes are different between newer teachers and veteran teachers and 
who they're evaluated by? 
 
ANA 
I don't know. I mean I do have teachers thank me sometimes for appreciating what they 
do or for making suggestions.  They’ll say, "Oh, I never would have thought to do that." 
Both art and music teachers have had positive responses to observation reports. Then, of 
course, I have one teacher who rolls her eyes, throws up her hands every time I walk in 
her room even though I've only ever marked her proficient. She's like, "Oh, no. You're 
here to observe me." After she responded this way at the beginning of several visits, I 
finally said, "How would you feel if I did that when you walked in the room? Have I ever 




That's funny. When I was teaching, I cared more when it was a non-music administrator 
because I felt like I had to put on more of a dog and pony show because they didn't get it. 
I’m sure in my head that I was thinking, "Not only do I have to do this perfect lesson that 
I'm planning out but I need to hit on all the classroom management, general teaching 
stuff," because I knew that’s what they were looking for. In hindsight, I was approaching 
it not from not a place of my growth but a place of “what do they know and what are they 
going to comment on and I want to do that perfectly.”  I think the teachers in my 
department now care more when I'm in the room. I don’t think they're real bothered by 
the principal coming in, partly because they know I’m their primary evaluator and partly 
because they have confidence. They're not insecure about what they're doing, and they 
know they're going to get better feedback from me and take what is given from the other 
ones. It's not that they're not going to mail it in or do anything they shouldn’t but I'm 
pretty sure they care significantly more when I walk into the room, although I’ve never 






Yeah. I think it's probably different for new teachers because new teachers have job 
security to worry about. They probably are insecure in general and want to impress 
everybody because they've got to keep that job. When they get to be veteran teachers and 
they have professional status or they've been doing it for a while, do they care in the same 
way? I'm genuinely curious.  
(Scene Change) 
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MIKE 
The young teachers particularly need to know where the bar is so I felt obliged to tell 
them where the bar is.  Classroom control, number one, nobody’s going to learn anything 
unless they’re paying attention and listening. Those 20 seconds of wait time, they’re 
huge. It’s going to save you hours per year. New teachers, it'll be a lot about lesson 
structure- the anticipatory set or "do nows" or whatever you want to call it, and then 
transitional statements. How much time are we losing in transition? Then, how are you 
teaching to every learner in the classroom? Those will be specific things I'd be looking 
for, and I'd let the teacher know that when I'm going in, "Here's what I'm looking for 
from the model lesson." We did have a district model as well. I'd like to know "Where 
does this fit in to our curriculum? State standards.  How does the lesson fit into the state 
standards? Things like that are important for the newer teachers to understand. 
With veteran teachers, the conversation would always start with, "Is there anything in 
particular that you would like an extra opinion on? Is there anything you would like an 
extra opinion on that you would like me to keep off the record? Are there some students 
that I need to be aware of?" Then, "How does this fit into the overall long term plan 
throughout the year?" Questions like that. The teacher would just talk and talk and talk 
and I'd sit there with my legal pad and script and script and script. With the veteran 
teachers, we didn't have to have that same conversation about the state standards. We all 
knew they were there. Why spend time on it? 
 
HEATHER 
So you assume that they knew them? The standards? 
 
MIKE 
Yeah, they helped write them. I wasn't going to badger them with that. I was more 
interested in their awareness of their students and how they were interacting with their 
students and, the same thing, delivering the curriculum. Veteran teachers, most of them 
were very aware of who those students were in front of them. They'd ask me, say, if I 
were in an art classroom, "Hey, can you just make a little map of my circulating around 
the room? How much do I spend at each table really assisting kids?" And "This student 
here is having a problem with linear perspective. I'm going to try a new technique with it. 
Let me know what you think."  If I'm in a middle school band situation, I'd be watching 
the teacher to see have they really isolated the sections that need to be isolated? Are they 
sticking to the game plan? Then are they designing from the end in mind so that when 
they finally get to the concert date, we're not in a panic trying to get the music put 
together? Is what they selected appropriate for the age group? Why did they select that 
music?  
 
With a new teacher, I'd be a little more hands-on with material selection for groups, not 
going as far as selecting it for them, but making it very clear that, with limited budget you 
have, you need to spend your money wisely. You have to think about that. Will you use it 
again? What techniques or musical concepts are you teaching through this music? There's 
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a real good reason that the Holst Suites are standard literature for high school students. If 
you move into Lincolnshire every few years, that's not going to hurt them either. If we're 
doing themes from Aladdin at every concert, you're teaching comic books before 
Shakespeare. With the younger teachers, I try to really drive that home- that you need to 
be really cognizant of what you're buying, why you're buying it, and what you're going to 
teach. That's the vehicle to deliver your curriculum. I think as people progress through 
the ladder of being a new teacher to a veteran teacher, they go through phases of how 
much hands-on they need: however, some teachers need continual assistance. 
 
HEATHER 
Even when they become veteran teachers? 
 
MIKE 
Even when they become veteran teachers. I had one staff member in particular who to 
this day requests almost daily or bi-daily check-ins. It's not that they're really looking for 
support, they want check-ins. They want to tell you what they're doing. They’re very 
afraid to make a mistake. They need to know, though, that it's okay to make a mistake. 
It's okay. If a parent complains, not a problem. You're going to get a complaint every now 
and then if you're doing your job right. 
 
HEATHER 
That's good advice. I never thought about it that way. 
 
MIKE 
Then there are other teachers that I would go to their classrooms, even if they didn't need 
support and help or didn't request it, because those classrooms are just great places to be. 
I consider those to be sanctuary classrooms. When the sky is falling and the budget ax is 
flying around and you're trying not to get your head chopped off, it's a great place to sit 
down for 30, 40 minutes, screw your head back on straight and remind yourself, “This is 
why we're doing it.” There are always a few teachers in the department that are just so 
grounded and so really aware of what their role is as an arts teacher that it is an absolute 
delight to be in that classroom. Even then, every now and then, you do a formal 
observation there and little things would come up. I remember the look on one teacher's 
face when I said, after the observation, “Do you ever put the agenda on the board?” 
Here's someone who had been teaching for 30 years. “It is a district standard and it's 
something I'm looking for, so try it.” I went in a couple of weeks later and the teacher 
hurriedly scrambled the agenda on the board while I was standing there. Then I went in 
again a few weeks later for a few minutes and it’s the same thing. Then on about maybe 2 
months into this little joke we had going on, the agenda was there every single time. They 
admitted, “Yeah, it does help because when I forget what's supposed to be coming up 
next, I can turn and it's right there. I don't break a stride while switching from recorders to 
song or dance. It's all right there for me.”  
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HEATHER 
Did you have veteran teachers that you felt just couldn't be coached no matter what you 
did or what suggestions or whatever way you try to motivate or push them? 
 
MIKE 
I had one particular tough nut where we actually wound up in a few mediation sessions 
with the union. Under the old system, it would have taken me four to five years to move 
the teacher out. Under the new system, we move them to an improvement plan, and we 
need to measure based on the improvement plan. We were headed in that direction, but 
the teacher finally retired. One of the good things about our new system is that you can 
deal with those things in a much cleaner way with a lot more support from 
administration, and a lot less interference from the union. I felt bad because the person 
was a good person, firmly believing that they were doing everything in the best interest of 
the kids, but when I would go in, I would see lots of paper and pencil tests. In grade four 
and five general music, very little music was being performed or created. When I looked 
at the state standards on what they should be doing, all I was seeing was cognitive 
memory rather than any kind of music making. That was problematic.  
 
HEATHER 
What about your experiences with new teachers, or teachers that you hired that were new 
in the sense of being new to your district?  
 
MIKE 
It's funny. I'm thinking of the new teachers that I hired. Most of them were really well 
prepared by their colleges. These kids were hip. They knew what was supposed to happen 
in the classroom. They had some great student practicum experiences. They knew what a 
good program was. They knew what our expectation was and they were just anxious to 
get going. I did have some people I hired that, after several months in, we had to say, 
"This is not working." It was more just not a good fit. The lessons weren't clean. If I go 
into a high school band rehearsal and I see the teacher talking a lot, when the teacher is 
talking, the kids aren't playing; being able to quickly identify a problem and come up 
with a really quick exercise to get the kids to play it correctly, or have the kids hold each 
other accountable for it. You could tell a kid forever, "Hey, second valve, not first." You 
can do that all semester long, if you'd like. Every time you get to that measure, that first 
valve is down. Put him in a group of kids and then say, "Hey, could you guys straighten 
that out?" I guarantee, 15 minutes, they'll come back and you're set for the semester. 
There are some teachers that never get that.  The sage on the stage is not what we're after. 
We don't want delivery from lecture mode from the podium. There were some teachers 
that weren't smooth with relating to students and parents, and they were continuously 
mishandling that aspect of the job. It will constantly wind up on my desk. If that 
happened too many times within the first several months of teaching, we would stop at 
that point. But overall, new teachers are much easier to evaluate.  
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HEATHER 
You said that the kids coming into the profession from college were so well-versed, and I 
totally agree with that. I struggled more with veteran teachers during evaluations, as all 
these changes began to happen. It took a long time for some of these folks to come 
around. It's not that they weren't good people and didn't support me and this and that, but 
to get them to be reflective of themselves and see things differently was a challenge. 
 
MIKE 
I agree with that 100%. There's a trust piece of that, too, that you're sitting there and 
you're the one with the black hat on. I remember saying to one teacher, "We are friends. 
We were out together last week." I would say veteran teachers are much more difficult to 
give negative input on.  I’m sympathetic, because I think veteran teachers have been 
through is all these shifts in how they get evaluated. When I started, it was a checklist. 
Then we went to the scripting method, then we had the model lesson we were supposed 
to apply to everything. Now we're into the four standards.  Give the veteran teachers 
credit.  They've seen so many shifts that it's hard to take anything seriously. 
 
HEATHER 
Yes, I see that attitude in a lot of teachers. And truthfully, I can understand it.  
 
MIKE 
"Somebody's going to tell me how to do my job now." That’s the mindset. I think when 
the conversation is centered on teaching and learning, “here's what I saw, how do you 
feel it when…”, when it's more of a conversation going back and forth, it was productive 
and it was reflective in nature. Were there a few that could not get reflective in their 
teaching? Yes, and they're going to have a real problem with this new system.  
 
HEATHER 
It is a problem. 
 
MIKE 
Absolutely. I think with the new teachers it's all new to them anyway. They're concerned 
about, “Am I going to have a job next year?”  
 
But under our new system, even the veteran teachers are starting to look at it as, “Am I 
going to have a job next year?” Now there's actually a vehicle in place where you can be 
removed from a classroom rather quickly. Two years, and you can be out the door. 
Before that, it would have taken four to five years. I don't think veteran teachers really 
worried about it a lot.  Nowadays I think that's no longer the case. I think veteran teachers 
are a little bit more sensitive about what you're saying on evaluation.  
The full formal observation I found to be almost totally useless for anybody that had been 
teaching for more than four years. I would see the dog and pony show. That one teacher 
that was giving the paper and pencil test thing all the time? I would see the same lesson 
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every single year. Finally, when I said, "I'm not going to see that one," that's when we 
had the union involved. I had to say to her, "Okay. I'm just letting you know I've never 
seen formally a grade six general music class. I need to know what's going on in there. 
How do you suggest we do that?" Finally, the union rep looked at her and said, "Why 
not?" She said, "This is the lesson I have them observe." Oh, it was infuriating. The 
teacher had to be moved.  
 
HEATHER 
I had one teacher that retired at the right time. She taught her general music class sitting 
in front of the classroom because that's what she did. She didn't really get up and move 
around. She retired the year before the teacher evaluation model started to shift. I saw this 




Oh, yes. That would have been nasty. 
 
HEATHER 
The only time she wanted me to evaluate her was on a concert. She didn't want me to 
come in, didn't want anybody in her classroom at any other time. I flat out refused and I 
still flat out refuse. I'm not going to write their evaluation based on the concerts.  
 
MIKE 
The standard four, right? 
 
HEATHER 
Yeah, but I'm not going to write their evaluation, the whole thing, solely based off of that. 
That’s so one-dimensional. Because then the only thing I'm ever going to see is how well 
your kids perform. And there is more to teaching than that.  
 
MIKE 
It's the whole body of work. 
 
HEATHER 
Exactly. The concert is just one part of it. I'm not going to focus on that as the primary 
part of an evaluation. But that was what this particular teacher wanted. It was the only 
time you were allowed to come in her classroom. She was on that other end of that 




She would have gotten along well with my paper and pencil lady. 
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HEATHER 
She retired when I needed her to. When she did, I was so relieved because this is 
somebody that I was afraid there would be nothing I can do for her. She is set in her way. 
This is the way that she's going to do it. I'm not going to come in here and tell her what to 
do. She was adamant about letting me know that. 
 
MIKE 




What's best for the kids. 
 
MIKE 
It's what's best for the kids. 
 
Scene 8: Student growth 
ANA 
I think that designing the common assessments can help us be really conscious of our 
curriculum, and can help encourage differentiated teaching, because we have formative 
data on each student.  This can kind of pinpoint things a little bit more for us so we can 
see who really needs help where. I think some teachers were surprised with their data, in 
that they really believed that “Oh yeah, all of my students understand this content at the 
end of the year,” and then they got their data back and they went “Whoa! The students 
really missed this!” So then they looked at how they might be able to adjust their teaching 
practices to make sure that the kids get it. So between generating a better understanding 
of what students actually learn, and starting really useful conversations about sharing the 
best practices.   
 
HEATHER 
What was your process like in dealing with the student growth component of the new 
teacher evaluation model? 
 
ANA 
Our district was very aggressive about adapting these as you know, so right from the get-
go, I was very involved with meetings with representatives from the DESE (Department 
of Elementary and Secondary Education), meetings with administrators from other 
districts, and I asked lots and lots of questions about the different formats and what might 
work for us. We spent all of our meeting time and professional development time for 
more than two years working on creating DDM’s (District Determined Measures) and 
redrafting them. We have all three formats that they said were eligible to use in use in the 
district. We have pre and post assessments and we've got some holistic measures. We 
also have a repeated measure assessment for grade three for recorder. The teachers really 
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created the assessments.  My job was to keep in mind what the DESE was requiring and 
to guide them and provide structure and feedback. It was a whole new ball of wax. 
Wrapping our brains around growth and measuring growth, some teachers still struggle 
with that concept.  But we just try to make the tasks as authentic as possible so that it is 
meaningful and doesn’t simply add busy work for the kids or the teachers.  
 
HEATHER 
Did you use your curriculum, the national standards, state standards or anything? Where 
did you actually start from when you were trying to figure out what you are going to 
assess or measure? I know I felt so blind going into this.  
 
ANA 
That's a good question. And actually for us we had to redesign, completely redesign 
much of our curriculum first.  
 
HEATHER 
Before you started doing DDMs? Did you do that because of the DDMs or was that going 
to happen anyway? We were in the process of curriculum review and rewriting, and 
actually had to abandon the process, because the development of DDMs was taking so 
much time, and we were on a hard deadline as to when the work needed to be done.  I felt 
like we were totally caught in the middle and didn’t know where to put the work and 
energy into.   
 
ANA 
Well, it needed to happen because some of the curricula was outdated, and it wasn't being 
used right. We realized that before we create the assessments, we really need to figure out 
what we're teaching, where the assessments could fall, and in which grade levels we'd be 
assessing what. So we spent about a year doing that, then a year creating DDMs and 
piloting them.  After actually implementing the assessments, the teachers realized that 
many of them didn’t provide good data. So we went back to the drawing board, but by 
then it was a little bit easier and they understood what the DDM process was about. I 
think that most of them feel more confident about the DDMs now. We did a lot of sharing 
with the other districts after we created ours, and I think that the teachers were pleased 
that our district was ahead of the game a little bit. 
 
HEATHER 
We had the same realization and took the same approach. We realized that we really 
needed to know what we were teaching. Essentially we looked at what we were already 
doing, and how the assessments could be worked into the curriculum to enhance it, not 
hinder what the teachers were doing.  We’re not totally finished with the revision of the 
curriculum, but had enough to go on to create assessments and put them into the grade 
levels that we thought were appropriate.  
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ANA 
Right now, the curricula are all tied to the Massachusetts standards, because the DDMs 
had to be tied to those standards. We looked at the new national standards to very 
informally see where things could fit in our curriculum. Looked at the crosswalk 
document that was put together last year just so that they're aware that there will be 
changes coming again with the state standards. We're living the state standards, although 
I do like some of the aspects of the national standards.  I think some of the teachers 
became uncomfortable because they realized they never taught some standards. We 




Which standards did you decide to measure for the DDMs?  
 
ANA 
For grade three music we're doing a repeated measure assessment format. This is our 
second “back to the drawing board” kind of experience with measuring music. The 
teachers very carefully designed a unit of curriculum for grade three that basically took 
kids through a recorder karate program designed by the teachers. Students have repeated 
structured opportunities to perform songs of increasing difficulty for the class. They can 
kind of do it at their own pace so it's built right into class time, and the teachers also 
designed practice videos for students to access at home. This is a repeated measure 
format, because over the course of a few months, students are encouraged to play the next 
“belt song” for the class. It's self-directed, so the kid will get up and say, “I'm ready to 
play my blue belt song today,” and she’ll play it for the class. It's all very standardized as 
far as the procedure for what the teacher says at the beginning of each of those little mini 
lessons, how much time is allotted, what other students do while someone is playing. It’s 
all very structured. Those teachers really meticulously designed the curriculum knowing 
that it was tied to the assessment. During the discussions, there were several shouting 
arguments about minute issues, like where to place a slur- because they are really 
passionate about their work. 
 
HEATHER 
Do the teachers use a rubric to score the students with? 
 
ANA 
Yes. They do. It's the same rubric for every performance. Then, at the high school level, 
those teachers really wanted to see if it would be possible to create a DDM for an 
ensemble, rather than individuals, because this is the main focus for some of those 
teachers. I really pushed for this, and had many conversations with DESE Reps about it. 
Some of the state standards really are most applicable to ensemble playing, rather than 
individual playing, like responding to the cues of a conductor or blending with other 
instrumental parts.  So we wanted to create an ensemble DDM focused on these 
standards. We have one now where the band, chorus, and orchestra all do this one DDM 
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where each teacher introduces a piece to the kids, the ensemble sight reads it, they spend 
maybe fifteen minutes working out kinks, because it's not a sight reading assessment it's a 
performance assessment. We want to get them after they've already sight-read, but they 
haven't really developed the piece, and then record their performance in class. Then we 
contrast those recordings with each ensemble’s festival recording, which is done later in 
the year. Those teachers sit down and listen to their pre and post recordings and they use 
a modified festival rubric that they created to determine the growth in each little sub area.  
 
HEATHER 
So the teachers sit down and do the scoring together?  
 
ANA 
All of the directors listen to each set of recordings together, and then they all discuss the 
ensembles’ performance in every single category.  This was the most valuable thing, not 
only for inter-rater reliability, but also just for professional growth. They share a lot of 
ideas, and it's been a good collaborative tool. 
 
HEATHER 
Are all of those teachers on board with that? Is that how they want to do it? 
 
ANA 
Yes, 100% and it saves them time too because they're not correcting two hundred tests. 
The DESE said that it was acceptable for teachers to do one ensemble-based assessment 
like this one, as long as each teacher has a second DDM focused on the growth of 
individual students. It’s interesting, at every level the teachers are so different. I 
personally thought that this ensemble assessment option is the cure-all for DDMs. 
Anybody who has an ensemble would want to do this.  But when I went to the middle 







So the middle school teachers created a sixth-grade sight-singing assessment for 
orchestra, band, and chorus where students perform a sight-reading example on an iPad. 
A student will go into like a practice room, record on the iPad, and save their work. That 
way, the teacher can see things like posture. For chorus, they also incorporate the Curwen 
hand signs into the sight-reading assessment. The first year we piloted it, chorus students 
were expected to sight-read the pitches and rhythms and apply solfege and hand signs. 
We discovered that's a lot for sixth graders to do. Compare that to a clarinet player who is 
expected to play the rhythms and pitches accurately and use their correct fingerings, but 
when they put their fingers on a C, a C comes out. It's different for vocalists, so we 
decided the following year to write the solfege into the assessment.  This way they still 
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have to hear the intervals in their heads and apply the hand signs, and perform it with the 
rhythm and every thing else. That seems to kind of even the playing field a little bit more 








They're hoping to show that during the sixth grade year, students’ sight reading skills 
significantly improved in their performance ensembles. This in turn has been a focus in 
the curriculum.  We've put in a lot of Smartmusic, sight-reading assignments for the kids. 
They also work on sight-reading at some point in every rehearsal.  
 
HEATHER 
That was something else I wondered.  For the teachers, has it changed their teaching? Do 
you see their teaching having changed now that they’re focusing more on doing sight-
reading in rehearsal? I was talking to somebody else a while ago who is doing sight-
reading as their DDM because they claimed it's the easiest thing to do. I said to them, 
“well, do you teach sight-reading during your ensemble rehearsal?” That person said no. 
So I asked, “Ok, how do you expect them to grow from here to there if your not focusing 
on it...if that's not what your doing in your teaching”? Their comment was "Oh". They 
had never thought about the day-to-day teaching. Their district was just trying to fulfill a 
requirement. I cautiously commented, that if this is going to be what you are measured on 
for evaluation, it’s probably worth thinking about what you’re teaching in the classroom. 
That person was like "Wow, your absolutely right." So for your teachers, was this 
conceptually important to them and to their instruction? 
 
ANA 
Yes, and to find authentic ways to do it too.  Give them a good, interesting piece of music 
that you’re just introducing and select sections to sight-read. The kids like it. I'll go into a 
classroom and see that they're doing like a series of sight-reading competitions. It's a 
small part of each class. They warm up, they do a quick sight-reading activity then they 
move on. It's really helping to strengthen students’ music literacy, which we need 
because our schedule is such that the time drops off significantly in seventh grade. If they 
build these skills in sixth grade and they can really get to the point where they feel 




That's interesting. It seems to me that conceptually, this would be important because 
that's leading kids toward being independent musicians right?  
 






So it's fostering skills toward life long learning, because the students are learning how to 
do it themselves under the guidance and the coach of a teacher.  
 
ANA 
Right and if a teacher doesn’t need to spend all that time drilling sight-reading hard in 
class, then they can really delve deeper into the music and talk about interpretation. Get 
the kids thinking about the creative process. 
 
HEATHER 
Right. So how did you help develop all of this and what was your role in it? Where did 




We looked at the curriculum first, and worked together to redesign a map for each 
content area. We had to do that first to make sure that we are all teaching the same 
concepts at the same time. That idea was a hurdle, especially for our elementary music 
faculty, because elementary teachers are isolated, and they may be set in their own ways.  
So we talked a lot about how we're teaching concepts, not specific activities.  Teachers 
will still have the flexibility to teach their own way.  
Once we felt comfortable with the curriculum, we talked about what were the most 
important things that we wanted kids to take from each grade level, and then what might 
be doable as far as assessment. Can we find any place where those ideas overlap? There 
was a lot of brainstorming involved, and then once they felt comfortable about 
assessment of a certain concept or skill, then we would go forward with the design 
process. Our district was very prescribed as far as each step. I would meet with 
everybody, kind of lead them through. Really encourage them to take ownership of each 
assessment, but I had to kind of be the bad cop sometimes and tell them things they didn’t 
want to hear, like there may need to be scripting, because this is a common assessment. 
It’s just such a new idea for our subject area.  
HEATHER 
This is so interesting to hear you talk about. I took a very similar approach with my 
teachers. We started with the curriculum, and brainstormed ideas together.  We 
considered what were those “big-picture” things that we teach through our curriculum. 
And then which of those concepts are actually assessable, because not all of them were.  
Once we had those concepts down, then the teachers set out to create their assessments as 
were appropriate for what they were teaching. So everyone was conceptually under the 
big heading of what areas we were going to assess but they had the freedom to create an 
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So after the assessment was designed, I would be responsible for completing the final 
check list provided to us by DESE, and taking the DDM and the checklist to our district 
vetting team which was composed of teachers, administrators, and school committee, and 
led by the assistant superintendent. I would share a DDM with the vetting committee, and 
they would just poke as many holes in it as they could. Which was…well, I felt very 
proud of these and a lot of work had gone into them, so whenever anyone pointed out 
something that needed to be changed, it was tough.  But it was important. I think we have 
35 DDMs in our department because between art, music, theater, because we have so 
many “stand alone” teachers. After they were approved as a DDM in the district, it was 
my responsibility to send it to the DESE, and if I didn't hear anything negative from 
them, we could move forward with implementing it. Then each year I make sure that the 
teachers adhere to the time lines that they generated, and have them send me all of their 
data, which I house. I crunch the numbers for all the DDMs and I report to the other 
members of the administrative team, post them on a secure website and then lead the 
teachers twice a year through data analysis, which is another brand new thing for teachers 
in the arts. These were not the most fun days, when we would spend an entire 
professional development day on data analysis. I just tried to keep every thing focused on 
collegial, open communication and on using each other as resources rather than feeling 
defensive about their own data and encourage good communications: “Heather, I see that 
your kids did really, really well on the grade 2 DDM. What teaching practices did you 
employ that really drove this concept home for them through out the year?” You know 
that's how we improve teaching and that's how we improve student experiences and 
learning. I also give a DDM to my own students and share that data with the other 
teachers. We are all in this together.  
 
HEATHER 
Absolutely. Having teacher buy in was one of the most important things about this whole 
process for me. 
 
ANA 
At the same time it's hard, especially when the teachers are unclear how DDM scores 
may or not be tied to teacher evaluation. There is a lot of sensitivity and worry, fear, 
defensiveness surrounding this data. There are teachers who during the pilot year got low 
growth on one DDM, and moderate growth on another DDM. They were very concerned 
about how this type of situation might impact their overall rating. I would just say “You 
know what? You’re going to have four DDMs over the course of two years. You're going 
to sit down here and evaluate your scores with me, and talk about the each class and why 
scores might be the way they are for a particular DDM”. Was it even a good DDM, or do 
we need to revise it? What was the other context? Nobody's going to see one low growth 
or even two low growth scores and mark a teacher low growth overall.  This is the first 
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year that we'll be counting the data. We'll see how it works out. Another thing to keep in 
mind is that there is usually an element of subjectivity involved in the grading of DDMs, 
so these are not perfect assessments.  
 
HEATHER 
Definitely not, and that’s the tough part.  None of us are experts in creating assessments, 
and we’re having to create assessments that carry a lot of weight since they are being 
used toward a teacher’s evaluation.  I worry about the subjective nature about some of 
these assessments.  
 
ANA 
In order to limit the subjectivity in grading for the DDMs, I lead regular inter-rater 
reliability sessions where we all sit and listen to or look at work to determine anchor 
works and come to agreement on scoring. For example, we will all get together for that 
grade 6 sight-reading assessment and look at ten videos, score them independently, and 
then share our ideas with everybody else and try and achieve commonality. But even with 
that there's subjectivity, there's the possibility of teachers manipulating scores 
intentionally. I trust my teachers, but it's not like standardized state tests, where people 
are just handing over Scantron sheets to the state and that's it. That's not just our subject 
area, and a state standardized test is a different animal as compared to a district-created 
DDM. It's an unusual situation.  
 
HEATHER 
Do you think the DDM has improved student learning? 
 
ANA 
I think it already has improved student learning in many cases. I think our sixth graders 
are sight-reading better than they ever have before because the teachers are all focusing 
on teaching this skill. In other cases like the ensemble DDM, is the DDM truly making 
kids better? No, not at all. This is really more for the teachers to reflect on their students’ 
work and discuss best practices. The directors do share the recordings and rubrics with 
the students to encourage self-assessment, but the ensembles would improve regardless of 
the DDM.  
 
HEATHER 
I understand the concept of the DDM and I think that it's focused our teaching in new 
ways, which is exciting.  It's made us look differently at what material we are presenting, 
and how we are presenting it. Like what we really want the kids to know and how we can 
get at them in different ways in order to show growth. Looking at multiple ways to get 
students to demonstrate mastery at something. Whether that's through playing or writing 
or speaking or talking. What I wonder though, is whether this type of model is an 
appropriate thing to tie to teacher evaluation. I think that's where the problem is because 
this type of teacher-designed assessment is never going to be 100% valid or reliable. 
What's important is exactly what you're saying is coming from it. It's the collegiality and 
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it's the time spent looking at student work together.  It's the time spent on collaboration, 
which is so valuable especially because we are all often singletons in our buildings. But 
when you have to worry about teachers manipulating scoring because they're worried 
about getting scored low, that doesn’t encourage teacher growth.  That's not helping 
teachers grow, that is putting fear into teachers of how their students are going to do. In 
addition, there are so many studies done about outside factors that affect student 
achievement and student growth that are not related to us and to what we do in the 
classroom. This model doesn't allow you to take that into consideration. That is where I 
think this misses the boat. It's not that the DDM is a bad thing or that we shouldn't be 




Yeah. I think that would free things up a little bit for more honest communication. Would 
teachers take it as seriously? I don't know.  
 
HEATHER 
I don't know either. That's the catch 22. Would it become not as important? 
 
ANA 
That's also where the evaluator is key, because if it's somebody who gets the subject 
content and sees how a teacher is using appropriate teaching practices to encourage 
learning, that really helps with the evaluator’s overall judgment of a situation when it 
comes to providing an overall growth rating. There’s a better understanding of context.  
 
HEATHER 
So you really had a lot of control in creating assessments with your department. I know 
we all had district control over doing it. But it sounds to me like you had more kind of 
hoops to jump through for your administration and DESE. Because I know I definitely 
didn't go through what you had to in terms of inventing the assessments and showing 
them and everything. They trusted us as department chairs or supervisors or principals or 
whatever. We had to upload our actual DDM's to a site so that our superintendent or 
assistant superintendent could look at it. We then upload the scores into there also, but I 
never had to go through any thing more formal than that. It sounds like you had absolute 
control over the creation and everything like that but there was another level that you had 
to have approval from for it became official? 
 
ANA 
Mostly our vetting team was involved with proofreading, and formatting. They wanted 
them all to look the same. They also caught things that I missed.  Like on one they forgot 
to include specific information about the growth levels, issues like that. Of course, I think 
that most of the vetting team had no idea what we were assessing at all, because they 
were general education teachers. Maybe they exerted more control for math or reading or 
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social studies. I don't know. After a while, they really just were checking formatting, 
making sure we had every little component that was required included in every DDM. 
 
HEATHER 






Do you think your teachers could have done this without you? I don't mean you 





So there are some teachers, a couple of teachers who became really enthused about the 
process, or at least they really, really wanted to learn about it and be informed about the 
process. They did research they talked to teachers in other districts. I think that those 
highly motivated teachers could have helped their content area groups to develop DDM's 
but I don't think that we would’ve received the range of different types of DDM's and I’m 
not sure all groups would have been able to produce quality DDMs without specific 
guidance. I mean whenever I share our DDM's with teachers from other districts, I hear 
the same thing: “I don't have a coordinator. My principal said I need to create a DDM. It's 
an assessment. Do it. You get a half day – good luck.” I have friends from other districts 
who really struggled with the process, and who are really unhappy with their DDM's. 
That being said, I also have somebody from another district who has a content area 
coordinator, but this initiative was not on that person’s radar and the teachers did not 
receive much help through the process. I think the coordinator needs to be really actively 
engaged and be on top of things to provide teachers with the support they need.  
 
HEATHER 
That's a good point. That's a whole other element I never even thought about. Teachers 
who do have a music coordinator but somebody who either can’t do this level of work or 
is not interested at doing this type of work.  
 
ANA 
If it’s a district where the coordinator has a heavy teaching load, I’m not sure if it’s 
always possible to put the time into work like this. That's a whole other issue. 
 
HEATHER 
That’s a good point and it’s a big issue- or could be. I've talked to some coordinators who 
are like .6 teaching or .8 teaching and they're only a .2 or .4 administrative. How would 
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you find time to do all of this creation and analysis? You couldn't. At least, you couldn’t 
do it well.  
 
ANA 
Especially if you’re directing performance ensembles.  
 
HEATHER 
There's no way.  
(Scene Change) 
MIKE 
We were one of the first districts in the state to jump on board the DDM train. I presented 
it to the department, and the initial reaction by I would say most of the staff was "Wow, 
this is a validation of ourselves as professionals as important as the tested core. Let's do 
it," and so we had some really great discussions on how to measure students and had 




What did some of your assessments look like? 
 
MIKE 
I had a couple of string teachers that started to look at this really seriously and they 
developed a very simple DDM where they would have a high school kid go down on an 
internship and film a group of students.  Then they would get together and look at the 
film of the kids playing Twinkle, Twinkle Little Star and assign the kids a one, a two, or 
a three. It was interesting, because you could see it and hear it instantly, and it was real 
quick, and the teachers were excited that they had some hard data from which they could 
say "Well, let's see if we can move the proficiency level forward and be advance 
proficient. Let's focus there, and move everybody up the pipeline." This data was only to 
be used for them, not reported to parents or the student but just an idea how many threes, 
how many twos, how many ones. However the DDM itself told us nothing. It told us 
three, two, one. But there was a conversation around it, which was the more important 
thing. I have an art teacher that did a similar DDM where she had the children create 
freestanding 3D sculptures.  It was a clay project and it was using clay slab freestanding 
animals. She would go over all the concepts over and over again and then when the 
children had to apply these concepts in a new setting, how many of them could really do 
it? How do you know the kids learned what you thought them? There needs to be an 
accountability built in. I think that’s the one advantage of these district determined 
measures is that it gives you that kind of feedback.  
 
HEATHER 
Yeah, I feel the same way. 
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MIKE 
The DDM thing really encouraged a lot of good conversations. Our district ultimately 
fought against them and decided not to do them and I think a lot of my staff members 
were really disappointed. But I think that the band directors were really annoyed by 
DDMs because there are so many kids and they just couldn’t figure out how to make data 
gathering simple, like the string teachers.  
 
The string teachers came up with a very simple form, very simple process. They had 320 
third grade string players and they could do it all within a week using their lunch periods 
to look at the data. As long as we're not writing the kids' names down and putting it up on 
the Internet, they were just collecting classroom data. They'd take their preparation 
period. They'd look at the students playing, and could very quickly assess a rubric and 
keep that data, not shared with the parents, nor should it be. 
 
The band directors were not on board with this because the form that they were using to 
collect the data was so involved- left hand placement, right hand placement, tonguing, air 
string, phrasing; all down to that individual level.  It was so focused that it would have 
taken forever to collect the data and you just don’t have that kind of time. You’re better 
off doing it globally and then analyzing the data you’ve received. I suggested backing it 
out to the type of thing where you listen to your group or listen to the recording. Is this a 
developing middle school band? Is this an advanced group or is it acceptable, a general 
group?  
 
Art teachers with 36 years of experience really weren’t very interested in a DDM and 
were squarely aligned with the movement to have it thrown out. In the art class, they start 
it with sketchbooks in third grade, and every kid was given a book to do sketches on 
before they begin an art project, typically 3-D projects.  They would do a sketch of it in a 
sketchbook, or if they had time at the end of class, they would do sketching as well. The 
sketchbooks traveled with the children to their next grade level, to their next teacher, and 
it was fantastic. The kids enjoyed it. They say, "Oh, I remember doing this." The teachers 
enjoyed it because they could look at the sketchbook and get a real quick idea of where 
that student was at in terms of observation and drawing.  
The other area that was working well was recorder. Once again, it was a grade three 
recorder project, and it was basic things like correct hand on top, using correct breath, 
and was very simple. I think the hardest challenge for the instrumental music teachers 
was that they have a tendency to get real nitty-gritty and nit-picky.  And it was to the 
point that there was no way, with the amount of students they were dealing with on a 
daily basis, they could administer a DDM, in the amount of time given, without 
dedicating their entire career and profession to doing it while at the same time preparing 
the kids to play a concert. I kept trying to get them to revisit their approach, and maybe 
look at it from an ensemble approach. “Let's listen to the ensemble. Let's analyze the 
ensemble. Let's look at the literature we're playing and success playing the literature. 
How is the blend balance intonation, number of wrong notes per section?”  
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HEATHER 
So with those three assessments that you were doing that were working, what was your 
role in creating those? Do you throw it to the teachers and say "Here's what you need to 
do," and they came up with that on their own? Did you have to guide them or did you 
have to give them the ideas? 
 
MIKE 
I was the guide on the side. We would sit together and we'd bounce ideas back and forth. 
I did have control over it, because I would have to sign off and approve them. My goal 
was to guide them through to something that I was trying to get, that was beneficial for 
the teacher, and beneficial for the kids. It was like herding cats, though, because not 
everybody can think in terms of simple.  
 
Initially, they were all in a panic, because "How can we do this with the number of 
students?" My response was "What would you, as a teacher, like to know about your kids 
coming in, as the receiving teacher? What would help you?" They all said "We'd like to 
have a better idea of where they're at before they sit down." The reading teacher, the math 
teacher, they can share that data, and they have meetings to talk about, and they can see 
evidence of the student work. Now, with that art project for instance, the sketchbook, 
they can see evidence of the student work, and we would have a round-table, K-12 on our 
professional development days, with the sketchbooks in the middle of the table. We 
would talk about them, and we talk about the art projects that they were involved as well. 
It was a very fluid, creative and energetic meeting and process. The teachers were 
growing from it. I think that a great level of collaboration came about from that project, 
which was probably the best thing. Even music teachers were enthusiastic about it. "I 
now know who these kids are. I know who I'm getting, and I can select good repertoire. I 
can build groupings around the students' abilities and give them support where they need 
it. When I'm contacting a parent, I know the level of the player before they even taken the 
instrument out of the case." In terms of communication and student growth, I thought it 
was successful. The students were enthusiastic about it.  
 
HEATHER 
Did your assessment stem from your curriculum or the state standards? And did your 
teachers know what they wanted to assess for this purpose, or did you have to come up 
with those ideas? 
 
MIKE 
The music ones were off of the national standards. I think the art ones came out of our 
curriculum. They were looking at where it said, "The students need to be able to draw, 
they need to be able to sculpt, they need to be able to observe, use correct vocabulary," 
and even in the sketchbooks, they had to do some writing about their artwork. That gave 
them a chance to examine some of the vocabulary at the time. The best moment was an 
art teacher who really wanted the kids to really know, understand and apply secondary 
colors.  This is something they should all know by the time they get to grade five, 
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primary colors, secondary colors. She taught it until she was blue in the face, and then 
she gave them a written test. They all bombed. She was shocked. She was absolutely 
shocked. She learned that over 50% of her students did not know their primary and 
secondary despite the fact she had taught them. 
 
HEATHER 
I had that same experience with a couple of our teachers!  Concepts that they have been 
teaching for years, and we were all surprised that the kids didn’t really know them.   
 
MIKE 
I was shocked, too, because I saw her doing this on a daily basis. She's a very effective 
teacher. The quality of the artwork that the students produce is at a very high level. They 
just can't verbalize it. That's a different stage of development.  So once we start to look at 
this from a cognitive standpoint, now you've really got a little bit of a dichotomy going 
on. Behaviorally, the kids could manipulate it with their hands. They could produce it, 
observe it, and do it, but they could not express it through words and discussion, higher 
level of thinking. You can't do analysis until you've got the basic skills down. Did we 
have that conversation? Absolutely. It was a great conversation. Once again, we brought 
that to the department to share that experience. We all agreed, that yes there are levels 
that all students go through until they get familiar enough that they can then do more 




Did your views and goals as a department change? Such as things like where the kids 
should be at the end of any grade level? Did you start to think differently about what the 
curriculum was or what the teachers were doing in the classroom? 
 
MIKE 
I think the curriculum was fine. The measurement was wrong, how we go about 
measuring that. It needs to be, "Here's an art project. In this art project, I want you to use, 
create and use secondary colors. I want warm, I want dark." Then you need to 
demonstrate on your project your command of this. That's a lot different than "Write an 
essay about it." 
 
HEATHER 






What concerns me is that these are not valid or reliable measures. And when we’re 
talking about 21st century skills and encouraging students to demonstrate multiple ways 
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of mastery and that kind of thing, the problem I have with the DDMs is that we're asking 
them to demonstrate their knowledge in this one way, and then basing our evaluation of 
teachers off of it. Can all kids do it in that way? Should they be expected to do it in that 
one way? I don’t think so. That's something that I grapple with. 
 
MIKE 
I think you have a good point there. 
 
HEATHER 
That reliability and validity part just gnaws at me, because we've got a couple DDMs 
where we've had that conversation, that there are some kids that just couldn't do it in this 
way.  However the teacher can absolutely say to me "I know they get the concept, 
because they showed it to me doing this”, doing A, B, C, or whatever it was. It's brought 
up a really interesting conversation, but if we go based off of the actual scores straight off 
of the DDM, you got kids showing potentially low growth because they can't do it on that 
one type of assessment. Does that mean that the teacher is ineffective? 
 
MIKE 
I don't think so. 
 
HEATHER 
I don't think so either, but I think it's a real problem with the measurement. 
 
MIKE 
As I said before, instrumental music had a terrible time in the upper grades, and they 
couldn't simplify general music. Too much paper and pencil. It became a music theory 
class, and I wouldn't sign off on those. I wanted something that you could observe it, you 
could hear it, and the students have to cooperate, collaborate, create, perform, think of 
what we want the kids to do. That's what your DDM needs to be. A couple of them got it, 
I'd say most of them didn't. The recorder thing worked well. I'm thinking vertically now 
through the grades. Kindergarten, first grade are impossible.  
 
HEATHER 
Yes, we came to that conclusion too. We tried our hand at a second grade one and finally 
gave up. It was so ridiculous. 
 
MIKE 
It was essentially grade three and up. I'm almost thinking it can almost be at the 
termination of each transition, early elementary ending in grade three. Middle school, 
grade eight. High school, grade twelve. It might be a better approach than trying to 
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HEATHER 
Sometimes the logistics of our situations hinder that though.  You really want to do good 
measurement, then measure and asses where it is appropriate along the K-12 continuum. 
However, I couldn't do an eighth grade DDM in my district, because the time of year it 
fell, since we had to have it done by a certain deadline.  So we had to put the DDM in 




That's what we had. Grade seven was the last general music year. Grade eight, there were 
other arts areas, practical arts, that they were engaged in. High school, we already had a 
requirement that the kids had to do quarterly recordings of prepared reading scales. Each 
kid had to submit via MP3 a small portfolio, and we kept the portfolios for four years, so 
when the student graduated, they had four years worth of files from freshman year up to 
senior year. That was working very well for tracking student data and student progress. 
They could easily build DDMs around that. That's where we were headed when I left, 
was to take those four-year portfolios and say "How many of these students are proficient 
and how many of them are below?" What we did learn from doing that is that the 
aggregate of all the students performing together is much higher than the individual 
performance. Everybody I've talked to has had the same experience. Individually, you 
listen to them and you wonder how they could ever perform that music together as a band 
or an orchestra, because individually, they were weaker. 
 
HEATHER 
Could your teachers have gone through this process without you? I've talked to a lot of 
people who don't have music administrators and are figuring this out on their own 
because they don't have anyone to go to, and are really struggling with it.   
 
MIKE 
I think there's got to be a point man on it. Somebody has to be holding the bag at the end 
of the day. Somebody's got to be holding folks accountable to get it done one time, and 
someone to sit there and process with. When I'm listening to someone talk to me about 
their DDMs, I guess I'm almost a neutral party at that point, 'cause it's not my DDM. It's 
theirs, but they need to bounce it off of someone else to troubleshoot it and see where the 
problems might lie. As I said, I had a couple that just couldn't get out of the 24-part rubric 
to measure clarinet playing, and it was just not practical or necessary.  
 
HEATHER 
When you're dealing with teachers who have massive numbers or ensemble conductors, I 
feel like teachers have really struggled with this. I feel like this DDM process starts to get 
more at this back and forth in teaching, between student and teacher, and get the students 
more involved in their own learning and assessment. When I first started teaching, it 
wasn't that way. It's not that I felt like I was a bad teacher or anything, but that's not how I 
learned to teach, and that's not how I was evaluated or how I was coached to teach. 
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MIKE 
You raise a really good point, and I think there's a generational thing here. I found that 
the teachers that I hired within the past ten years were much more accepting of the DDM 
process, because they learned this as undergraduates. This was part of their methodology 
that they were brought up on, whereas those veterans that have been in the trenches for 
twenty to thirty years were a much tougher sell.  You hear them say,  "Wait a second, 
you're telling me I'm doing this wrong?” I would say, “No, I just want you to try 




"I've got three concerts to do and I've got to prepare for this concert." 
 
MIKE 
I think that move to the guide on the side is the most important step for a conductor on a 
podium to take. You can talk until you’re blue in the face and cut the kids off, correct it, 
cut 'em off, correct it. The following day you're going to be doing the same thing. Until 
those kids take ownership, you really haven't accomplished your goal as a teacher. Then 
for the students to be able to guide themselves, with you just taking a step back, simple 
things like "Let's work on intonation today. Trumpet section, you're going to go over to 
the drama room. Go work on this section here. Come back, tell me how it's going and 
then show us." Initially, there was a lot of resistance from the band director to give that 
time away from the podium, and after trying it for a month or so, it was like "Whoa, not 
only am I hearing a difference, the kids are enjoying it. They want more of it, and it's 





I think conceptually that's where DDMs were getting at, but somebody missed the boat 
somewhere along the way when it became 
 
MIKE 
They tried to put it in a teacher evaluation process. 
 
 
Scene 9: The Value (or not) of Summative Ratings 
HEATHER 
What has your experience been with tying in classroom observations to the summative 
ratings that we have to give teachers? I find this to be one of the hardest things I do. We 
all talk about collegiality and collaboration and all the conversations and stuff like that, 
but at the end of the day, at the end of the goal cycle I still have to give them a ranking of 
proficient or exemplary or a needs improvement. So I’m curious, how do you take your 
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observation data and compile it into that final document and make decisions on where the 
teacher falls in relation to the ratings? 
 
ANA 
I've learned that it's really important to be as up-front as possible with the teacher. If you 
see an issue, be very clear about it and clearly state that this should be improved. This 
needs to change. Let's talk about strategy. In addition, it needs to be in writing, so once 
we get to the end of the cycle we can look at patterns in the data.  
 
HEATHER 
Do you use the DESE rubrics in terms of for the four standard areas? My district 
developed our own based on the state model and got it approved to use, so mine is a little 
bit different. It's a little more expansive than the DESE one. Did you have that, or do you 
go off of the state model? 
 
ANA 
We use the DESE rubric and our policy in the district is, if a teacher is rated proficient on 
standards one and two, they receive an overall proficient regardless of their ratings on 
three and four. I don't think I have ever actually rated anybody ‘needs improvement’ on 
standard one or two on the overall evaluation report, because I try and address issues 
early and discuss strategies to help them improve in those areas. The one that I rate 
teachers ‘needs improvement’ on most often is standard four and how it ties to the 
teacher’s level of professionalism. Unfortunately, this has been an issue for some teachers 
but a lack of professionalism can really hurt the whole department.  
 
HEATHER 
Right. Have you ever had to give somebody needs improvement on the overall rating not 






I haven't either. What about the other end? How does the district feel or how do you feel 
about the exemplary category? 
 
ANA 
We don't really give many exemplaries in my district. I have given an exemplary on an 
overall rating, but I just follow the rubric wording to the T. To meet exemplary, a teacher 
must meet proficiency in every element on the rubric and should also be actively 
modeling for other teachers. I'll interpret that as, if the teacher is leading PD sections for 
their peers in the district, if they're presenting in state or national conferences, if they’re 
publishing work, if they’re active on state boards, then they're really going above and 
beyond what happens in the classroom. It also has to be specifically tied to each of those 
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standards. Then it would be possible to be rated overall exemplary. I had a teacher last 
year who presented at several district and state workshops and conferences and who also 
led a multi-part series teaching peers in the district. You know, just really taking the 
initiative to be a leader in the field. I was able to mark this teacher exemplary in standard 
one and two, and she got an overall exemplary. If a teacher regularly hosts student 
teachers and does a great job with them, that contributes to the modeling outlined in the 
exemplary category on the rubric. That teacher who I marked exemplary had four student 
teachers, and did such a good job encouraging their development. 
 
HEATHER 
How have teachers responded to this? This is a real change from where we were in 
regards to summative evaluation. This is such a different process.  
 
ANA 
I've had teachers, veteran teachers, who really get miffed when they don't get an 
exemplary rating, because they think, “I am an exemplary teacher. Look at what I have 
produced.” Obviously, for many of these teachers, the kids are learning, they're fully 
engaged, and the teachers have high expectations. That's when I have to kind of talk them 
down and say proficient is what we're all aiming for and it's, all very specifically laid out 
in the teacher evaluation rubric. It’s a bit of a drag.  
 
HEATHER 
That's nice to hear you say that. It makes me feel better because teachers question 
whether or not exemplary is even possible. I’m not sure I have a good answer for that.  
And I’m not sure that giving these ratings necessarily help improve teachers teaching.   
 
ANA 
There are specific examples where I can say yes. I have seen the threat of a low rating 
cause a direct improvement in teaching. For example, I had numerous observations for 
one particular teacher who would sing and count loudly over the students in the 
classroom and even during concerts. The teacher truly believed that this was helping the 
students, but it was clear that this action prevented them from hearing what was really 
going on as students were playing. That's obviously not the best practice, and does not 
help them develop musically. It took a long time to see any change, because at first I 
wanted to give the teacher the chance to improve this practice before I marked it anything 
negatively, so I marked proficient and in the comment section, I said, “you should please 
stop doing this. We can talk about other ways you can help students learn to play the 
parts if you want.” I went in again and noticed that the practice was continuing and she 
was still singing over her students. At that point, I wrote, “Okay, this needs to stop. If I 
see this again, this category will be needs improvement.” I finally went in again for a 
third time, saw the same practice, and marked needs improvement. I honestly think a lot 
of teachers just scroll down the screen when they receive their observation reports and 
see green, green, green, green, green. And think, “Okay, I’m proficient in all areas.” They 
do not all necessarily read the comments, Even though I'm asking questions trying really 
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hard to generate a conversation.  I think that this teacher scrolled down while reading the 
third observation report and saw green, green, green, yellow!? What?? All of a sudden I 
was getting calls. “I know this is a bad habit. I'm going to work to fix it” and it did stop. 
 
HEATHER 
Interesting. So it took that rating actually for something to actually change? 
 
ANA 
The rating changed it. Overall do I think that the ratings system is helpful? No. Because 
the majority of teachers are going to fall into the proficient category. It's just is so 
generalized, there are redundancies, and there's nothing about content either, so it's tricky. 
 
HEATHER 
I feel like I have a hard time figuring out some times how we fit into the rubric and what 
that looks like for us as arts teachers.  
 
ANA 
Right. I would love to have the time to spend PD days on that, rather than state initiatives 
like Sheltered English Instruction. Although that's useful too but fifteen hours is overkill 
when time is so limited. Okay, let's really unpack standard two: “teaching all students.” 
How do we scaffold? How do we differentiate? What does that look like in our content 
areas? That would be an effective use of time.    
 
HEATHER 
That would be a really good use of time! I really wonder if my teachers know what I 
think effective teaching is. I'm not sure that I've articulated that well.  Or if they have an 
idea of what it looks like to them. And then how those ideas have to fit into the rubric we 
have laid out before us. I had a conversation with them about that on our first meeting of 
the year. Just casual so we could just get some stuff out on the table. It turns out they 
were all pretty much on the same wave length which was good to see but it really made 
me think about it. I try to model it myself but they don't see me teach. All they see is me 
coming in to do observations and give them feedback on it.  
 
ANA 
Yeah and it's almost like...what I would like to do with them to is show a video of a 
teacher working with a music class. I mean, that’s how I learned at first in the Research 
for Better Teaching Institute “Observing and Analyzing Teaching” course. I would love 
to do that with the teachers. I mean I think that would be so helpful for them. Not just in 
showing what I'm looking for, but talking about and really analyzing teaching practices.  
 
HEATHER 
That would be really cool to do. Show them. It could be able to have a discussion around 
some thing like that. That’s such a great idea! 
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ANA 
You can just focus on one standard at a time. 
 
HEATHER 
Right. I guess that's why it gets overwhelming. We have all these standards and all these 
rubrics or all these things. It’s a lot to look at to be considered an exemplary teacher.  
And a lot for us to have to document. 
 
ANA 
The other thing that the Research for Better Teaching course got me to do is to structure 
all of my comments in a particular way to present a claim, evidence backing up the claim, 
and then judgment. So I might make a claim: you used means of communication to teach 
mi, re, do. Evidence: you sang mi, re, do patterns. You used hand signs. You referred to 
visual aides. Then I can make a judgment: “As a result, Sally was able to understand and 
perform mi re do solfege patterns”, I think that that is helpful to kind of translate to 
teachers what I'm seeing and how it ties to the rubric.  
 
HEATHER 
I like that strategy. 
 
ANA 
But it's extra work. I read through other administrators’ evaluation reports, and some 
times you know I think, wow, I do way more than a lot of people. But I think it's 
important. Because I would want that too. I've had an evaluator create an observation 
document for me, rate me proficient, and just write at the very bottom in this little space 
“we had this meeting and she shared an update about her department” and that's it. I'm 




I think the thing that sucks the life out of me the most about evaluating teachers is having 
to give them an actual rating. My teachers know that I don't like doing it. I’m pretty 
verbal about it. It's the conversation, it's the process, it's the day-to-day stuff that's 
important. Still, at the end of their growth plan, I've got to evaluate all those rubrics in the 
domain areas, but then I have to give them a final kind of evaluation.  
 
MIKE 
I think it's an excellent question. My initial thought is there needs to be enough data 
going into that final moment when you have to put the rating on it, that the rating should 
not be surprising. Each evaluation is like a mini "Okay, was this needs improvement, was 
this exemplary, was this proficient?" The district, hopefully, has calibrated the 
observations and observers so we all have an understanding of what exemplary is. You 
don't pull the exemplary trigger unless, in your district, it really truly is exemplary. 
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Where I have a problem with this is with it being a state standard for exemplary. How do 
I know that the standard for one town is the same standard as being used in another town? 
Would your proficient teacher here be exemplary or needs improvement there? We don't 
know, because there's no inter-rater reliability district to district, despite the fact this is a 
state standard. I realized you can only worry about inter-rater reliability on your district 
level. I was very uncomfortable putting a state standard on this. I use the exemplary very 
sparingly. I would say out of 22 teachers, I had 2 with an exemplary rating. 
 
HEATHER 




Overall. I would have, perhaps in the individual areas, there may be a few who are 
exemplary and really lead the charge. For example, Curriculum and Instruction. They are 
the district leaders in that area. Several of them with Family and Community engagement 
were wonderful, and they had a plethora of volumes of data to support that. I also could 
base that upon not only their leadership in the district, but their leadership statewide and 
nationally. One was extremely active with the American Choral Directors Association, 
and is in demand as a clinician and conductor. The choir program had grown immensely 
under that individual's leadership and was performing at the highest level in the state. The 
students also could not only sing, they could do it themselves. That's exemplary teaching. 
If you wanted someone to go observe exemplary choral instruction, you would send them 
to that room. That's how I know it's exemplary.  
 
HEATHER 
So how did you make those decisions? 
 
MIKE 
I would make the decision based upon my observations, principal observations, teacher 
submission, and then applying the standards like "Is this person a leader?" And are they 
able to model this for us, in every area of the rubric. That's the question. Can they and do 
they model it? 
 
HEATHER 
I hadn’t thought about it that way. I think that's a good way to think of it. 
 
MIKE 
In the case of two of these teachers that I rated exemplary, absolutely yes. I think the 
modeling thing is my benchmark. You can go do all the professional developments you 
want, every conference in the country. Unless you bring that back, share it and model that 
for others, you stop short of the goal of what exemplary teaching is.  
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HEATHER 




I would make a recommendation to principals, and most of the principals said "Thank 
you." Others of them were "I can't do that." "Why?" "I'm not giving out any exemplaries. 
I said "But, if it is exemplary, don't you do it?" "No, I'm not giving any out." Since 
they're the last one to click the button, I have to leave it like that, but I am on record of 
what my recommendation is.  
 
HEATHER 
If you’re going to use exemplary, it's got to be so well documented, it seems. I have 
teachers who ask, "Is exemplary possible?" Hypothetically, is it possible? Absolutely. In 
reality? I can't answer that. 
 
MIKE 
Basically, are you willing to live, eat, breathe your schools? 
 
HEATHER 
Right, that seems to be what it comes down to. Is it worth it to try a reach for that 
exemplary rating? It's the process and the conversations of the evaluative process, not 
that rating that's on there that is the most important to me. I've never given an exemplary 
as an overall, summative rating. I've done them on the individual rubrics. I absolutely, 
could make a claim for that. But not for the overall rating, which some teachers question.  




The argument would come from the teacher about exemplary, and then it's very easy to 
just go back to the domain rubrics and just say "Wait a minute, let's look at standard four. 
Have you modeled this? I want to know, do you do it? Models this behavior, period." The 
argument with that wasn't so much an argument, but a disagreement. It would end there. 
They'd say "Yeah, okay, I see what you're saying. I need to take this stuff outside my 
classroom." "Yeah, you do. It doesn't end at your door. It continues on down the hall."  
Usually the needs improvement area would frequently pop up in the area of instruction 
and lesson planning, delivery of instruction, the ability to see things from A-Z and get 
everything to happen correctly, and the parent and family communication. That was fairly 
easy for me to document, but once again, I’ve got to give it to the principal. I didn't have 
any principals disagree with me on the needs improvement. Actually the principal wanted 
others given a needs improvement. I said "I need the documentation. Here's what I have: 
what do you have for me?" Once again, the disagreement would stop there. You have to 
document. I think when it comes to making the judgment, that's how I went about doing 
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it. I probably would use concerts for essentially standard three, that's the family 
engagement. Rental night, I observe the teacher working with the vendors and working 
with the parents, and I would know that the communication that went to the parents ahead 
of time.  
 
HEATHER 
Do you think that giving the teacher that judgment helps with their teaching or does it 
hinder? And more to the point, if they do get it, what happens next when they do? You go 
through this whole rating cycle again in two years. Are they always exemplary because 
they got that exemplary once?  
 
MIKE 
I don't think it helps an exemplary teacher to rate them exemplary. I think it's a Valentine, 
a piece of candy. Most people accept proficient. I was always happy with a B. I'm a 
quintessential B student, with an A-driven personality. I was happy with a B. I think most 
teachers understand the whole evaluation model: therefore, they understand the proficient 
rating, and they're happy with it. Good teachers want to move forward. They want to use 
the data. Your point about once they get an exemplary, are they going to get it again? 
That's going to be tough when they don't. 
 
HEATHER 
Yeah. Most of my teachers are on a two-year goal plan, and are on their second year, 
which means I’ll have to do their summative evaluation. I find that I’m having to go back 
to what I did two years ago to look at what I said then and think, "Okay where were they 
and what did I have as evidence for this?" I know this may completely be a 
generalization, but do you think that a rating of needs improvement drives teachers to 
improve their teaching because they genuinely want to get better at teaching, or because 
they could lose their job over it? 
 
MIKE 
I think it's 'cause they could lose their job over it. I don't think, I know, it's because they 
could lose their job over it, because the first comment that will come out of a teacher's 
mouth when they get a needs improvement is "Am I going to lose my job?" It's all about 
keeping the job. I don't blame them. 
 
HEATHER 
I don't either. And I think that is an issue that evaluation ratings are coming from a place 
of fear for many teachers, rather than from a place of improvement.  
 
MIKE 
I hate to say that, but it's a fact that ‘needs improvement’ can be a real problem. I do 
know there were two teachers on my staff that received ‘needs improvement’. One was 
non-professional status, so that person was not rehired. The other one was on professional 
status, and the ‘needs improvement’ was appropriate. It's just taking that professional 
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responsibility and really making sure that you have done everything you need to do 
professionally. It's kind of sad there. Good teacher, and they could teach kids, they just 
couldn't manage themselves professionally. Little things like being at school on time. 
Other teachers do notice.  
 
HEATHER 
Were you transparent with your teachers about what effective teaching is to you and what 
that looks like and what you'd look for in an observation? Did you have conversations 
with your teachers about it? 
 
MIKE 
It was done globally throughout the school district as we were developing the district 
rubrics for evaluation. It was a very open discussion with the rubrics floating out, and I 
would be at all of those. With the full staff, full district, building by building. I went to all 
of them.  There were six presentations, as well as two major assemblies, and then I 
visited all the teachers. We didn't spend a lot of department time on it, because they 
already knew what the rubrics were. In the course of the evaluations, when I'm doing the 
observations, the discussion would be part of the post-conference. We would go through 
the rubric, and talk about what we hit, what we want, and where I was rating that as we 
went through the year. This wasn't a February, March, April, May, June thing. This 
started in September and would be almost a biweekly thing for the teachers, particularly 
the newer teachers. I have to ask, does this help improve schools? 
 
HEATHER 
Personally, no I don’t think so. Are we pitting teachers against teachers? Are we pitting 
them against themselves? 
 
MIKE 
Against each other? Absolutely.  The biggest problem that the instrumental music 
program faced was that they weren't having their student data used in their evaluations 
prior to this, because they were a pull-out program. You couldn't pull a kid out of 
reading, or math, or this, because it could affect that teacher's rating. My last words 
before I retired there were "You really need to think the pullout program, because it will 
not survive in this educational environment. It won't survive. You need a different 
system. I don't have the system for you today, but you need to get it." I don't think they 
believe me, but yes, that is happening.   
 
HEATHER 
Did you ever find it challenging to adapt a generic evaluative system to a music-specific 




No, I didn't find that difficult at all, because curriculum and design is curriculum and 
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design whether you're designing a math program or you're designing a choral program. 
It's still the curriculum. It goes K-12 and has various steps to it. It needs to be linked into 
standards. I think the teacher rubrics work pretty well. I think arts teachers, particularly 
those in the performing arts really have a very strong connection to that third strand. If 
you don't have community engagement, you're doing something really wrong. Music is a 
communal thing. It's part of our community. Imagine a theater program without a public 
performance. That doesn't make any sense. Professional responsibilities, yeah, that's 
universal. I don't see it any different from the arts department than the science 
department. A good lesson is a good lesson. You need to have your anticipatory set, 
whatever that might be, when the kids enter the room. Call it a "Do Now" if you will. Put 
it on the board. The kids need to know the expectation before they come in the door, and 
then when they sit in the seat, the should know what are we going to do, why are we 
doing this and what is the goal? I think goals are important. It doesn't matter that it's a 
band class or AP Chemistry. You still have the same paradigm that applies to it. 
 
HEATHER 





Scene 10: Changes 
HEATHER 
What's the biggest thing that you think has changed in the way you evaluate teachers?  
 
ANA 
One thing I've learned is you water the grass and not the rocks. One example is there was 
a teacher who basically told me when I walked in, "Look, I didn't like the old 
administrator, and I don't want to listen to you." He literally said that in front of other 
people in a meeting. "Just because they gave you this title, I have to listen to you? I don't 
think so." No matter what I did with this teacher, I was butting my head against the wall.  
Any efforts to try and improve practice or the level of professionalism with this teacher 
was a waste of time, and really, I should've taken that time and dedicated it to a 
developing teacher. That was one of the lessons I've learned. Also I’ve learned that we're 
all on the same team and I really want the teachers to feel supported. That way I can go in 
and say, "I noticed you're doing this again, we talked about how you might want to adjust 
this practice before. What are your thoughts?” The teachers are getting used to being able 
to say, "Yeah. As I was doing it, I caught myself and I knew I shouldn't be doing it." It's 
more that they know that I’m on their side, and there will never be a “gotcha” kind of 
situation when I’m evaluating. You can look at the new evaluation tool as an extra burden 
that has been thrown at us: "Oh, we have to do this now," or you can try to make the best 
of it and make it meaningful. I think that it's actually helped to generate open 
conversations. 
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HEATHER 
I think so too, and I think you hit it on the head there. If you're willing and if you use it in 
the right way it can be valuable. I talk to people all the time who don’t like it and 
basically say “we're not going to do it this way.” Well, I think it's a poor attitude to have 
towards that because we need to do it, but what good can come out of it if you have that 
attitude? I think there is a lot of good that can come out of it, but you got to be willing to 
look for it. 
ANA 
You get a much better understanding of teacher's practice when you’re in the room more 
regularly, and the new tool forces us to do that, regardless of other deadlines and 
initiatives. One thing I love about really knowing what is happening in classrooms across 
the district is I know I can go into a grade two art room and say, "Oh, they're doing this 
project? There's a middle school teacher who does this in grade eight. You should talk to 
her and see how she does it for middle school." Or “You just said that you don't feel good 
about watercolor? Well, I know there's a high school teacher who is great at doing this, 





So what was the biggest change for you then? 
 
MIKE 
It was interesting when that final evaluation model came through, I found it kind of 
limiting. I had to drop the scripting and have in front of me a set of standards. We had to 
have a meeting with the union and I found it cumbersome. It didn’t foster the dialogue I 
was having before.  Maybe it was that I was so deeply rooted in the former model and the 
conversations I was as having with teachers that I wasn’t adjusting to it well. It was then 
when I realized perhaps this might be time for someone a little younger and more 
enthusiastic to come aboard and pick up the reins. I think in hindsight that probably was 
the best decision because I wasn’t 100% invested in the new evaluation system. 
 
As long as the kids are learning what they’re supposed to learn and you’re not going to 
take a teacher who’s been teaching for thirty years and all of a sudden tell them, “Hey, 
you know what, you’re terrible.”  I experienced it with a veteran teacher who I knew 
could do better. I could have pushed, but at some point I had to say to myself, “That’s 
going to take time, effort and energy, and I know that teacher is leaving in three years.” I 
would have to document, document, document, and I would be spending time with the 
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Epilogue: Are we Exemplary yet? 
 
Ana 
I strongly feel that we need to have content area administrators for every subject. 
Maybe it's rethinking the whole structure. Maybe this is what the Department of 
Education should be focusing on to really improve instruction, rather than mandating 
more testing and more time on general education classes. 
You can't be a content expert in everything. As a principal or building 
administrator, what you're dealing with on a day-to-day basis are kids who need one-on-
one attention. You're dealing with families, you're dealing with budgeting and 
scheduling. I think that a principal's job is to diffuse, and there are so many legal issues 
and parent issues and kid emergency issues.  Having to deal with health and human 
services, police and everything else. I strongly feel the principals should not be 
evaluating teachers. I would never say that out loud though. The principals want to have 
control in their buildings, which I get. It’s their building, they are in it all day, and they 
want the power to be able to dismiss a teacher if the teacher is not doing what they think 
is a good job. But I think there can be a happy marriage in this situation, it should be a 
content area administrator communicating with the principal to make sure teachers are 
teaching good content and being a good member of the school community.  And if it's a 
teacher who's doing a really good job teaching content but is a real pain for the principal 
on a daily basis…well, those things don’t typically happen in a vacuum. I've never had an 
issue with a teacher where I feel like a teacher is not doing a good job in the classroom 
and the principal disagrees. So there is potential for this type of approach. 
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I feel like my expectations are very high for my teachers. I really think that all 
teachers should be evaluated by content area administrators. Every subject. Then the 
principal can focus on the building environment and still incorporate district initiatives, 
and lead meetings, focus on things like socio-emotional help for students, and safety. 
That's where I'm coming from. But it all comes down to money. If there was appropriate 
funding, I would say that content area administrators should probably be teaching very 
little, if at all. However, I like that I'm teaching because it provides me an opportunity to 
model. It shows the teachers that I'm still in the trenches and I can relate to what they’re 
doing. Even if I were teaching .6 and .4 coordinator I would be concerned about my 
ability to get every thing done the right way.  
What's the answer? I don't know. I think it would have to come from a 
Department of Education and it would have to be somebody else taking over and saying 
this needs to happen and then putting the pressure on the states, because the emphasis 
has not been at all on content and content supervision. It's all been on standardized 
testing.  But this is how kids are going to improve. If you make sure that they're being 
taught the right things the right way with specific pedagogy for each subject. Some 
teaching techniques are universal, but some are really subject specific. French. AP 
English. Do I want the former gym teacher/principal going in to observe an AP English 
class? I don't know how valuable that would be.  
Mike 
 
Does this whole rating system improve schools? No. I think it creates a bit of a 
hostile environment. You do need to identify a teacher who ‘needs improvement’. But why 
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do we need exemplary? Are we going to have merit pay? I think the whole thing was to 
classify all the teachers in three categories because it's simple, and then, the push will be, 
in five or six years, after we've got this all down, to drop the salary steps and lanes, and 
add in a merit pay.  Maybe have steps and lanes only for those on the first six or seven 
years, and after that, you're onto the steps based upon your ratings, your proficiency. In 
my opinion, you only need two scales. Exemplary teachers get this, proficient get that. I 
see us headed that way because with needs improvement, you don't have to worry about 
them.  If they don't become proficient, they're gone. I think that's the move. I can't prove 
it, but I know that towns would like it to save money. Now the pressure is on the 
administrator to keep people from being exemplary, because it costs the district too much 
money.  
I think it's a huge can of worms overall. This is the government really having too 
much control. This whole rating system is tied into our federal money for No Child Left 
Behind. We don't get the money if we don't do something about how we rate our teachers 
and evaluate kids. All this evaluation stuff is tied into federal dollars. The federal 
government has no business in public education. Public education is there to serve the 
needs of the states and certain needs of the community, ultimately. Therefore the 
communities need to decide, what is an excellent public education for their own kids? 
One size does not fit all. I think the needs of your inter-city school, particularly the 
impoverished ones, are greatly different from those in the suburbs. They need to fix the 
funding for them. That's broken as hell. 
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I was really supported in my first four years of doing the administrative deal. 
Even back as a teacher, I knew I was supported by my principals and colleagues, 
absolutely. We really respected each other and when we had an issue with one another, 
we’d sit down and just figure it out. I think some of that culture started to disappear 
almost at the same time that all of the teacher rating things came out which puts teachers 
in competition with one another and programs in competition with one another. When it 
comes to measuring effectiveness of a teacher in a classroom, I think it really needs to be 
based upon pure observation on the part of the administrators, feedback from parents 
and students and student performance. That's really it. 
The problem with these DDM’s is, and I agree with some of this argument, that if 
a teacher develops it, administers it, and corrects it, and then uses that data, how valid is 
the data? It is a real problem with the validity. If we're now going to use this unit of 
measurement in the teacher evaluation process, you're essentially using non-valid data to 
determine a teacher's proficiency. Can we really use this data that we've got for 
measuring our students, to now effectively determine proficiency of a teacher? However, 
I think it can improve teaching, if the DDM is simple enough to yield data that's valid. I 
think it can improve teaching, and it certainly can help the students learn and improve, 
because it builds in an accountability feedback loop. I'm going to tell you, I think if a 
teacher's good at all, they have built in this assessment feedback loop as part of being a 
good teacher. That's what makes a good teacher, is the ability to reflect on the data and 
then adjust accordingly.  
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Heather 
It’s an unrealistic expectation to have someone be a content area expert in 
everything.  But when you’re evaluating teachers, they deserve to get feedback from 
someone who knows what they are doing. I don’t think its wrong to say that they should 
expect that to happen. There needs to be content area supervisor for everything. That is 
really the best way to improve teaching, I think. When you've got somebody who you can 
go to who gets you and understands what you do.  However I don’t see that happening, 
so I guess it’s up to us as content area supervisors to figure out how to do as much as we 
can do.  
The biggest problem that I see right now is time. Because there is only so much 
time. There's only so much time to do it well when you don't have the time to do it.  As a 
.6 administrator and .4 teacher, I have to prioritize my time. Every week I think, “Ok, am 
I going to put my time into being a teacher this week, or into being an evaluator?” It’s 
very hard to do both things well.  If I work hard on my teacher-self, I feel like I can’t give 
my teachers the time and energy that they deserve.  But if I work hard on my supervisor-
self, then my classes suffer. And no matter what, every day, twice I day, I have thirty-plus 
kids in front of me in an ensemble waiting for class to start.  It always comes down to 
time and how I prioritize it.  It’s something that I feel like I never do well, no matter how 
hard I try.  My fear is that the already limited number of these music supervisor positions 
will just continue to decline, either because no one will want to do them, or those that 
have been doing them will burn out and leave. And if a district is looking to save money, I 
could see them not being replaced.  And that worries me.  So I keep going. I keep 
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plugging along, even though I worry about how much longer I can handle this much all 
at once, and if I will ever feel like I do a good job at it.   
I also wonder if this is what is leading toward some sort of standardized test in 
music.  It’s one thing to celebrate that we are being included in all these changes, and 
not left on the outside.  But is that going to lead us to formally having to quantify music 
instruction nationally?  I think I’d leave the profession if that came to pass.  
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CHAPTER 5: INTERPRETATIONS AND REFLECTIONS 
“Stories are tools of enchantment…the most cherished places in a culture are often not 
visible to the eye but are rather brought into view through the drama of narrative, song 
and performance.” (Noddings & Witherell, 1991, p.279) 
 
 Stories are how we make sense of ourselves. As we tell the stories, we often relive 
them, and as we retell our own stories, interpolated with the tellings of others, our 
identities are renewed and often remade. The scenes from Chapter 4 included Mike’s, 
Ana’s, and my stories of ourselves as beginning teachers, veteran teachers, and beginning 
evaluators. The scenes also included present-day stories of new reforms focused around 
teacher evaluation, and how we reconciled—or failed to reconcile—our newest evaluator 
identities with identities from the past.  
The way in which individuals tell stories is based on remembrance of events, yet 
stories are directly tied to emotion and feeling, and in some instances, emotion affects the 
retelling.  Over time, individuals’ perceptions of their stories and feelings may change, as 
stories are told in different circumstances and to different people. Bruner explained this, 
writing that telling stories about ourselves is not as simple as it may seem.  Initially, 
stories may be based on personal experience and memories, but then individuals retell 
stories in light of their present situations and the views and perceptions of others who are 
in those situations: “We constantly construct and reconstruct ourselves to meet the needs 
of the situations we encounter, and we do so with the guidance of our memories of the 
past and our hopes and fears of the future” (Bruner, 2002, p. 64).  
Craig (1999) described a concept of safe spaces, where voices could be heard and 
participants’ personal practical knowledge could be valued.  When Mike, Ana, and I met 
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for the first time, our stories were very “safe” ones. We began by talking about the facts 
of our personal history and how we got to be administrators.  As the conversations 
unfolded over time, however, stories were more connected to emotion. More than once, 
Mike, Ana, or I told an emotional story that could never be retold in a public forum. 
In this chapter, I reflect on the intersections of our stories in light of the research 
questions. My project throughout this document has been to examine the lives of music 
administrators as narrative constructions, as well as the contexts and knowledge 
communities within which those narratives have been shaped. I am interested in an 
interpretation that captures the deeply felt aspects of supervising and evaluating music 
teachers.  I am also interested in an interpretation that may resonate with the truths of 
many educators, especially in an era of reform focused intensely on improving teaching 
through teacher evaluation, regardless of whether the educator has ever supervised and 
evaluated music teachers. I began this study with the following questions: 
• What stories do music administrators tell about their experiences of being 
evaluated? 
 
• What stories do music administrators tell about supervising and evaluating 
teachers? 
 
• How are music administrators’ stories of evaluation related to their stories about 
school reform? 
 
• What kinds of knowledge communities do music administrators form to tell and 
retell their stories of evaluation and stories of reform? 
Interpreting the Stories of Being Evaluated 
All three of us began our careers as teachers.  As we engaged in conversation and 
began to retell the stories of our first evaluations, a lot of emotions stirred.  Apparently, 
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first evaluations were palpable experiences for all three of us. Not all of our stories were 
of formal evaluation. Ana told how she was observed by a veteran music teacher in her 
first school system: “That was my authentic student teaching experience, because she 
would be there during every class I was teaching, sitting at her desk working, and we 
would debrief after every lesson.”  Although this teacher had no evaluative responsibility, 
Ana recalled that, “over time, it became a real joint collaboration.” The veteran teacher’s 
observation made Ana feel supported, she began to understand the rhythms of teaching, 
and through the knowledge community she had formed with the veteran teacher, Ana 
came to view her teaching differently. However, when evaluation shifted to become more 
formal and the building principal was involved, the feelings of collegiality and support 
disappeared. Ana recalled her first evaluations with a non-music administrator: “Her 
observation was really just focused on classroom management, student engagement, and 
the idea that if the kids are having fun that means you're doing a good job.”  
Ana described her teaching during formal evaluations as “ a dog and pony show” 
that she would put on for her administrators. This was because her principal and music 
supervisor could make decisions about her employment status, and underlying each 
evaluation was the belief that these administrators would prove that her teaching was 
insufficient.  This belief made Ana feel insecure, and she taught in a false way for them—
opposite of the authentic way she taught in front of her veteran colleague. Lack of 
support and trust between Ana and her administrators did not help Ana view her teaching 
differently; neither did it help Ana improve. 
Eventually, Ana recognized that her principal believed she was a good teacher. 
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After one observation, the principal commended her, and Ana said “It validated me. It 
made me feel good.” In retelling her story, Ana realized that this sense of validation was 
important to her persistence in music teaching. She also eventually recognized that her 
music supervisor was trying to help her. She commented, “Okay. This guy's not out to get 
me. I can just teach like I would any other day." Because her music supervisor gave her 
content specific feedback that helped her grow as a music teacher, Ana began to build a 
relationship of trust with him, similar to the relationship she had with her veteran 
colleague. She was able to teach authentically when he was observing her.   
 Unlike Ana, Mike was evaluated in the beginning of his career by a music 
supervisor. He described early evaluations as being like “clock work.” He knew when the 
administrator would come in, the administrator would stay hidden in the back, and he 
would script out the lesson. The music supervisor had almost no interaction with Mike, so 
the evaluation yielded little useful feedback and no knowledge community formed. As 
Mike retold his story, he described the feedback he finally received as, “shocking” and 
“eye-opening.” He was being evaluated in front of his ensemble when the music 
supervisor said, “Did you know you’re left dominant? You pay all the attention to center, 
left. The right side, trombones, saxophones, alto saxophones didn’t receive any feedback 
for the course of a 40-minute lesson I observed.” More privately, this same administrator 
called Mike out about his dual life of teacher and musician, saying, “Listen, you’re asleep 
on your feet. You’re not catching half of what’s going on up there. You need to make a 
decision. Are you going to be a professional musician or are you going to be a 
professional teacher?”  Mike finally had feedback—he was told where the bar was set, 
   
137 
and that he had not risen to meet it. That specific evaluation became a turning point in 
Mike’s career because he left his band and put all of his energy into teaching. Even 
retelling his story many years later, Mike’s pride was evident as he commented that his 
next evaluation went “swimmingly” after he put all of his energy and focus on his 
teaching. An exchange of knowledge did not take place between Mike and his principal, 
so it seems that a knowledge community did not form.  Nonetheless, this evaluation 
paved the way for further relationships with administrators.  
In fact, Mike also told the story of being influenced by a principal he described as 
gifted. According to the principal “true learning was happening when the students took 
more responsibility for their learning.” Mike pondered that advice for many years, and he 
felt some discomfort because most of the preparation for high school wind band 
conducting was about being prepared and in charge. What were the signs of student 
ownership of learning in a band rehearsal? Out of Mike’s discomfort—out of the 
knowledge community he formed with a principal—came a profound change in the way 
Mike viewed his teaching: “I think probably the biggest shift for me as a teacher was to 
move from the sage on the stage to being the guide on the side. To make that shift was a 
leap of faith.”  He recalled the uncertainty that he felt; however, he described his faith 
that in a principal who spurred him on and encouraged the development of his teaching. 
This principal was influential in another way as well—he was the first to pay attention 
not only to what was going with Mike’s teaching, but also to what was going on with 
students’ learning. This was a lesson that Mike would not forget as he became a music 
supervisor. 
   
138 
 I was always evaluated by content-area experts—first by my cooperating teacher 
and my college music education advisor, and then my music supervisor in my first job. I 
felt so nervous when my cooperating teacher observed my teaching because I sought his 
approval, but I quickly learned that he had nothing but my best interests at heart. He 
made me feel like I was his equal, even though he had far more experience than I, and he 
made me feel safe enough to take risks with my teaching, to move beyond comfortable 
routines. He always asked questions that helped me reflect and grow from my 
experiences in his classroom. The knowledge community I formed with my cooperating 
teacher changed my approach to music teaching considerably. 
When my university supervisor observed my teaching, those feelings of trust and 
security changed. This was the person who would be evaluating my student teaching and 
giving me a grade. Inevitably, the night before he came to observe, I was so nervous I 
would hardly sleep. I wasn’t prepared for this type of evaluation: my supervisor was 
sitting in the back of the room with his pen and paper, just watching and writing. After 
the observation he sat down with me and my cooperating teacher and we would talk 
though his observations. He was kind about it, but had lots of feedback and suggestions 
for improvement. Frankly, I was shocked.  I did not think that I was a brilliant teacher, 
but I was hearing someone criticize what I was doing for the first time. 
As I transitioned into my first teaching job, it was not a grade or a letter of 
recommendation tied to my evaluation—it was my job security, and suddenly the stakes 
seemed higher. My music supervisor observed three times in my classroom over the 
course of my first year teaching, and the observations were planned in advance. Again, I 
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found myself sleepless the night before. I felt unsettled as I watched him pull out his 
yellow legal pad and pen and look up expectantly—I was taken back to that anxious 
feeling of being observed in student teaching. On the last observation of the year, he told 
me I was a good teacher as he handed me three pages of notes that he took. Although my 
music supervisor had validated the quality of my teaching, I still felt alone and isolated.  I 
had not formed a knowledge community with this principal—far from it.  That year of 
teaching left me with many doubts about my teaching. I started to assume that anything I 
wanted to learn about music teaching would be something that I would have to seek out 
by myself.   
Interpreting the Stories of Supervising and Evaluating Teachers  
 In Massachusetts, a majority of music supervisors have evaluative responsibilities, 
but some act as a curriculum leaders, mentors, or coaches, and evaluative responsibility 
resides with the building administrator. Ana first became a department chair with no 
evaluative responsibility. She described how she could coach and mentor, but she had no 
influence over a teacher’s evaluation, which was frustrating for her. She commented, “As 
a department head, what I said had no teeth. I was running meetings and I could suggest 
modifications to the practices I was seeing, but that was it.” Her position changed and 
Ana added evaluative responsibility, which was a relief to her. She said, “I would not 
ever want to go back to that a leadership position that did not include evaluation of 
teachers.” 
Mike went immediately from teaching into a position with evaluative 
responsibility, and he began by using the practice of scripting lessons that he had 
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experienced as a teacher.  However, unlike some of the experiences Mike had while 
being evaluated, he described the process of evaluating teachers as “collegial.” Mike 
commented, “I think, or at least I hope, I was using a collaborative model for evaluation, 
working with staff members, and them asking a lot of questions.” In the retelling of this 
story of evaluation Mike said, “We all looked forward to doing the evaluation thing. …I 
don’t think anybody was scared to have me come in their room.”  Mike was attempting to 
form knowledge communities with teachers, although because he had evaluative 
responsibility, it is impossible to say whether they responded in kind. 
Initially, Mike was less frustrated by having conversations with the teachers than 
he was by having conversations with the building principals. They held the final say in 
teachers’ evaluations and status decisions. “Usually, the principal and I would see eye to 
eye,” Mike related.  But as he recalled a time when a principal was more adamant about 
dismissal, Mike simply said, “You can’t win all the battles.” It seemed that Mike had to 
give up on some teachers in whom he saw potential, and his attempts to exchange 
knowledge with other administrators were not always successful. 
My experience was similar to Mike’s, in that I also went immediately from 
teaching into a position that had evaluative responsibility.  In my school district, the 
department chairs are the primary evaluators for teachers, and the principals rely on us 
for detailed information about observations, renewals, and dismissals.  There is a lot of 
trust placed in us.  Because of that trust, the knowledge communities I have formed with 
other administrators have been productive. I believe that, because I have content area 
expertise, and because I am frequently in teachers’ classrooms, the building 
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administrators have faith in my process of evaluation as well as my decisions. Unlike 
Mike, I have never had a principal disagree with my final evaluation of a teacher, or 
disagree with my decision to renew a teacher’s contract.  
Transitions.  As Mike, Ana and I told our stories about moving from teacher to 
evaluator we discovered that we had very similar experiences.  All three of us had been 
teaching in a school district and enjoying our work, when suddenly we became the 
primary evaluators for teachers who had been our friends and colleagues.  Making that 
transition was a challenging experience for all of us, and we talked about the tensions that 
we felt.  
When Ana applied for her position, she was competing against another teacher in 
the district who wanted the job. A turbulent relationship already existed with this teacher, 
and when Ana was selected for the administrative position, matters became worse. She 
recalled the first department where he stood up and said, “Just because they gave you this 
job doesn't mean that we have to listen to you. I don't want to listen to you.”  Ana 
remembered that the transition period was made more difficult “because the previous 
supervisor had a very hands-off style. He avoided confrontation.” Ana was not a 
confrontational person, but her style of communication “was a bit more straightforward.” 
Of course, she was a more straightforward woman taking over a position that had 
previously been held by a man who often did not give direct feedback. It was not 
surprising that Ana called this transition period “stressful,” especially when she had to 
observe teachers who had a reputation for being difficult. Nevertheless, Ana found the 
most challenging part of the transition to be offering meaningful feedback to teachers.  
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She said, “I had a difficult time telling people where they should consider changes in 
their teaching practice.” Ana knew what good teaching was, and she had her own vision 
for what good teaching should look like in her department—so, she knew the changes she 
wanted to see teachers make in their teaching practice. However in those beginning days, 
with little experience, Ana struggled with how to convey those ideas to teachers in an 
appropriate way. It seems that Ana was aware of the power difference between herself 
and the music teaching staff, which kept her from forming knowledge communities with 
teachers. 
Of his transition into administration, Mike remarked, “I think it was hard to shut 
down the teacher and start up the administrator.” Mike had many friendships with the 
music teachers in his school district because he had been employed there for 20 years: 
“You have alliances within the teaching staff, and some of those will help you and some 
of those will hurt you. People take sides.” Mike, who is normally a gregarious individual, 
felt very isolated as he removed himself from social situations with teachers: “I 
deliberately chose not to go out on Friday afternoons with my companions to avoid the 
conflicts. That's where I found playing my horn was extremely therapeutic.”  He and a 
guitarist-friend would also golf on Friday afternoons.  This was his way of letting go of 
the stress of the week and he said, “It was extremely therapeutic. I'd have it out of my 
system by the time I got home.” Mike intentionally removed himself from knowledge 
communities that were important to him when he was a teacher. 
My transition into administration was similar to Mike’s in the sense that I had 
friends among the performing arts teachers, people who I had known and socialized with 
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for ten years. Once in administration, I no longer felt comfortable “hanging out” with 
these teachers outside of school.  I felt as if these teachers were acutely aware that my 
relationship with them had changed and I was now their supervisor.  Along with Mike, I 
felt isolated, and playing gigs on Friday nights became therapeutic. Among other gigging 
musicians, I was still the same person.  However, I was also like Ana in that I initially 
had difficulty telling people where to make changes in their teaching practice. I 
remember feeling completely lost and uncertain during that first year of observing and 
evaluating teachers.  I felt as if I had to find something wrong, otherwise how could I 
coach a teacher to grow?  Not only was that a stressful approach for me to take toward 
observation in general, but it also promoted even greater anxiety when I had to meet with 
the teacher after the observation and offer constructive feedback. I was evaluating 
teachers who were older and far more experienced—I had no idea how to approach these 
conversations! As things turned out, the teachers provided a lot of support and helped me 
become a better evaluator. I did not deal with the level of insubordination that Ana 
described, even though my feelings of doubt were similar to hers. Nevertheless, it was 
challenging for me to create safe spaces with teachers where we could share teaching 
knowledge openly. 
Evaluation of other arts teachers. Mike, Ana, and I are musicians, and our 
strongest, most practical content knowledge lies in music.  However, the three of us are 
also responsible for evaluating teachers in other arts disciplines. Ana and Mike were both 
responsible for evaluating music, art, and drama teachers.  I was responsible for 
evaluating music and drama teachers. We talked in-depth about the challenges that came 
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along with this part of our jobs. 
 Ana felt that her feedback to choral music teachers was her area of greatest 
comfort and strength. She admitted that, in other areas, she often relied on the teachers’ 
knowledge and encouraged them to become resources for one another: “So if one band 
teacher has great success getting the clarinets over the break and another is struggling 
with this, I can set up a time for them to share ideas and practices.” She said that one of 
her goals was to encourage peer observation, especially in visual arts, because this is the 
content area where she has the least expertise. Ana believes she can be a good resource 
for her teachers and facilitate collaboration among them, because she is able see the 
whole scope of the fine and performing arts program, but at the same time, she has a 
strong sense that teachers can learn to observe and give good feedback to one another.  
She commented, “I think the best thing I can say is ‘I see that you're doing a Day of the 
Dead project with creating sugar skulls in grade two. This teacher does the same project 
in grade seven and then this teacher does it in Studio one in high school. Maybe the three 
of you can get together and talk over approaches to this project.’” Ana recalled that when 
she first began her administrative position, she worked hard to learn about art: “I 
carefully read the standards. I attended conferences.” She also tried to be empathetic, 
recalling being evaluated by non-music administrators: “I try to look at content rather 
than just student engagement and classroom management. It's a different kind of class.” 
 Among the three of us, Mike had the most experience as an evaluator, and he had 
a little background in art history. He discovered that the art teachers in his school district 
wanted “a chance to talk and share their lessons, their ideas, their creativity with one 
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another and not to be isolated as specialists in their own individual buildings.”  Mike 
sensed that the visual art teachers were jealous of the music teachers because the music 
teachers belonged to a strong state professional organization. There was no such state 
organization for the art department, and they always felt like the “stepchildren” in the 
fine arts department.  As with Ana, Mike discovered that his role as facilitator and coach 
was very important. He told the story of his transition into administration, when two art 
teachers “wanted an art specialist as their department chair, and they made their choice 
very well known to the assistant superintendent.”  It took a few years, but Mike 
eventually got them to believe that he wasn’t favoring the music teachers: “I was looking 
to get them the same recognition that the music teachers had.  We set up district-wide art 
exhibits. We had traveling exhibits. We always had exhibits on over at the school 
committee building and made sure that there was something to report every month about 
what was going on in those classrooms.” Mike was intentional about forming knowledge 
communities with the visual art teachers in his school district, at least in part to establish 
credibility with them and assure them that their work was valuable. 
 Although I am first and foremost a musician, I have degrees in both music and 
theater, and I have strong content knowledge in both areas.  I also attended graduate 
school with most of the drama faculty in our school district, which means that they are 
fully aware that I have never taught full-time in theater and there are aspects of the 
teaching work that I haven’t experienced. I maintained my knowledge community with 
the drama faculty even as I entered administration. When Mike described how his art 
teachers felt as if they weren’t as important or as valued as the music teachers, I thought 
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about a time when I was still teaching. The drama teachers had to sit through a two-hour 
professional development session that was entirely music focused. I felt badly for them 
because I knew they were frustrated and felt ignored. I try to recall such incidents 
regularly, because it reminds me to keep the theater teachers involved in the performing 
arts department, and to provide them with relevant professional development support and 
feedback.   
 Mike, Ana, and I had some similar experiences evaluating art and drama teachers. 
We agreed that we needed to educate ourselves and become better evaluators for multiple 
disciplines.  Still, we recognized that we would always have stronger knowledge and 
keener observation skills in some areas, and weaker knowledge and skills in others—we 
could not be experts in everything. Perhaps our capacity for empathy gave us the greatest 
credibility with art and drama teachers. We had been evaluated by administrators who 
had no music background, and we had received inaccurate and ineffective feedback. We 
didn’t wish that on our art and drama teachers. All of us wanted them to be engaged and 
thoughtful teachers, so we gave them the best feedback we could give, facilitated relevant 
professional development for them, and became a resource or “guide on the side.”   
Evaluating music teachers. Ana tensed up as she admitted, “I don't think I was a 
good evaluator when I started.” Although she was taking courses in administration, which 
included at least one course about evaluation, Ana felt strongly that experience was the 
best teacher. She commented, “In the beginning, I sometimes let a strong personality 
sway my perspective of what was happening in the classroom, so I had to learn to be 
careful with that.”  In other words, Ana had to learn to observe the interactions between 
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teachers and students, and to be sensitive toward students’ engagement in learning, rather 
than attending to commanding or enthusiastic teachers. 
Ana also talked about giving verbal feedback to teachers, and even more 
importantly, providing written feedback. Ana told a story about a teacher who had an 
aggressive personality, which made her feel intimidated. Ana sheepishly admitted that, in 
the post-conference meeting, she “wimped out and basically picked out the good things I 
saw and talked to her about those things.” However, she then “wrote the report 
expressing what I really thought.” Ana knew that this wasn’t a helpful process, but she 
had not yet “learned how to approach teachers about challenging issues.”  She read the 
evaluation after she wrote it, and as she recalled, it didn’t seem negative. The teacher 
perceived as a negative evaluation, however, and got the teachers union involved. 
Interestingly, Ana also told the story of a teacher who taught a great lesson, but still was 
upset with Ana’s write up. Ana commented “I learned the hard way…be very conscious 
of anything that could be perceived as negative because even if I’m seeing something 
that's not good teaching practice, there are ways to couch it in a helpful, supportive, 
collaborative kind of way.” 
Mike’s longevity as a music supervisor offered a good perspective on how teacher 
evaluation has changed. He recalled that, in his early experience, all observations had to 
be announced.  He told the story of one particular teacher: “There were problems with 
this teacher, and I knew there were problems, but I couldn’t ferret them out.”  Year after 
year, the teacher would only let him observe one lesson—evaluation “groundhog day.” 
Mike pointed out the benefits of more recent evaluation processes which had shifted to 
   
148 
accruing evidence, not only across observations in the classroom, but also outside the 
classroom in such activities as concerts or conferences with parents. He especially liked 
to use the evidence he gathered outside the classroom to spark conversations with his 
teachers.  Mike said, “I learned how important the conversation really is and that the 
evaluation process… [is important for] teacher accountability in getting people to teach 
the curriculum.” 
When I began evaluating teachers, I had a smooth transition into the process.  The 
majority of the teachers for whom I was responsible were very open, I had good 
relationships with them, and I think that they trusted me coming into their classroom. 
Like Mike, I recalled one teacher who simply didn’t want anyone in her classroom. I 
struggled to find a class she would let me observe, and when I finally found one, was 
prepping for the post-conference meeting was stressful because I knew she would be 
defensive about anything I had to say.  I was embarrassed to admit to Mike and Ana that, 
with this teacher, I focused only on the stuff that turned out reasonably well, and I gave 
her very limited feedback. I just didn’t know how to do it.  In addition to being 
disappointed in myself, I felt frustrated, because I knew there were problems with the 
teaching in this music classroom and I couldn’t help this teacher reflect on or improve her 
practice.   
As we summarized what we had learned about evaluating music teachers, it was 
evident that we all felt frustrated at some point.  Our job was part coach, to help improve 
teaching and learning in our department. When something kept us from those coaching 
responsibilities, we felt like we were failing at our jobs.  Together we told many stories of 
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our experiences evaluating teachers, starting from the early years where we all felt a 
sense of uncertainty about what we were doing.  We talked about the process of learning 
to evaluate through the experience of actually doing it, and we shared many stories of 
difficulties that we faced with teachers.   
As we became more and more comfortable with each other, we were honest and 
forthcoming with our stories. There was comfort in sharing stories of feeling challenged, 
and stories of painful decisions with one another. However, we re-told these stories in a 
safe and sacred space; we knew we could not share—and we had not shared—these 
stories with other people in other places.  We also knew that the most secret stories 
couldn’t be put into print in this document.  Retelling these stories to each other became 
therapeutic for us, and helped us develop new awareness about how we evaluate teachers.  
Over time, we all came to very similar conclusions, which Ana summed up nicely when 
she said,  “One thing I've learned is you water the grass and not the rocks. Any efforts to 
try and improve practice or the level of professionalism with [a non-compliant] teacher 
was a waste of time, and really, I should've taken that time and dedicated it to a 
developing teacher. That was one of the lessons I've learned.”  We all agreed that coming 
to this realization was what kept us from going crazy.  
Interpreting the Connections between Stories of Evaluation and Stories of Reform 
 When I began teaching in our school district, evaluations consisted of three 
observations per year; one observation was conducted by the building principal, and the 
other two were conducted by the content area supervisor or department chair. A pre-
conference meeting, a full period of observation, and a post-conference meeting were 
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required.  At the pre-conference meeting, the teacher presented a lesson plan to the 
evaluator preparing him or her for the class observation. The post-conference meeting 
was a time for the evaluator to share his or her notes with the teacher, and for them to talk 
about the observation together.   After the post-conference meeting, the evaluator would 
formally write up the evaluation, the teacher would sign it, and it would go in the teachers’ 
personnel file.  At the end of each school year, the content area supervisor was required 
to complete a summative evaluation form.  Under this system, the teacher had to sign it, 
acknowledging that they had seen in, but there was little to no conversation between the 
teacher and the evaluator about the content.  This form was printed out by the evaluator 
in triplicate with one copy going to the teacher, one kept by the evaluator, and one sent to 
central office for their personnel file.   
 By 2011, things had changed.  Some evaluation policies came directly from the 
Department of Elementary and Secondary Education (DESE), while others were left up 
to individual school districts. For example, the DESE provided a set of rubric domains for 
evaluation, on which teachers were to receive ratings of Needs Improvement, Satisfactory, 
Proficient and Exemplary. School districts had to include these domains as a part of a 
teachers’ evaluation, however a district could submit their own model, based on the 
DESE model, for approval. After accepting Race to the Top funding from the federal 
government, the DESE announced that part of a teachers’ evaluation had to be based on 
student growth measures, called District Determined Measures (DDMs). Identifying 
aspects of student growth, and creating the means for measurement, were left up to 
individual school districts. 
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 In Massachusetts, a teacher was classified as a Professional Status teacher if he or 
she had taught full time for more than three years in a district, or as a Non-Professional 
Status teacher if he or she had taught for fewer years. Irrespective of classification, 
evaluation encompassed observations, evidence of goals, proficiency in rubric domains, 
and student growth data.  However, teachers with professional status no longer had full-
length formal observations with meetings. They were evaluated only through mini-
observations, which were defined as 10-15 minute classroom visits.  Evaluators were 
required to meet with the teacher within 24 hours of the mini-observation to give 
feedback.  Non-professional status teachers were evaluated by a combination of full 
observations and mini-observations. In addition, teachers worked with their evaluators to 
submit growth plans. Teachers with professional status were developed 2-year growth 
plans, where they set professional and student goals, and they made decisions about the 
activities they would pursue as well as what would count as evidence of their professional 
growth. Over the two-year cycle, there was a mid-point check-in for the teacher and 
evaluator to meet and talk about the goal plan.  Non-professional status teachers went 
through the same planning process, but new goal plans were made annually.   
Mike, Ana, and I all experienced the frustration and challenge of reform measures 
imposed on us with no model to follow for implementation of new policies in music 
education.  All three of us had to lead our department through these changes, and we all 
commented that feelings of uncertainty, similar to those we had in our early days of 
evaluation, popped up again, now in a different context.  
Ana and I discovered that we both eventually looked for the silver lining, 
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although we didn’t necessarily begin the process with an open mind.  I commented to 
Ana that there can be good that comes out of new policies, but sometimes you really have 
to be willing to look for it. Ana agreed and said “You can look at the new evaluation tool 
as an extra burden that has been thrown at us: ‘Oh, we have to do this now,’ or you can 
try to make the best of it and make it meaningful.”  
Both Ana and I believed that the changes to teacher evaluation actually helped us 
open up dialogue and generate collegiality with teachers. We had better conversations 
about teaching and learning, primarily because we were in the classroom more often.  
Ana commented, “You get a much better understanding of teacher's practice when you’re 
in the room more regularly, and the new tool forces us to do that, regardless of other 
deadlines and initiatives… You really get a good sense of everybody's strengths and their 
styles…I think that it's actually helped to generate open conversations.” Ana and I had a 
sense that we were reaching out to teachers and trying to initiate knowledge communities, 
although it was possible that the teachers did not feel similarly. 
 Mike had a different experience with the new ways of evaluation. He had been an 
administrator longer than Ana and myself, and he had seen several different evaluation 
policies come and go. Along with some of his teachers, he wondered if this policy would 
soon pass. More importantly, he had worked hard to build a collegial relationship with his 
teachers, and he believed that the new evaluation hindered some of the openness that was 
in place.  He remarked, “It was interesting when that final evaluation model came 
through, I found it kind of limiting. I had to drop the scripting and have in front of me a 
set of standards…I found it cumbersome. It didn’t foster the dialogue I was having 
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before.”  Mike believed that existing knowledge communities were being hindered by the 
new evaluation policies. In the end, the changes brought about by the new teacher 
evaluation policies didn’t sit well with Mike. He said that he “wasn’t adjusting to it well. 
It was then when I realized perhaps this might be time for someone a little younger and 
more enthusiastic to come aboard and pick up the reins.”     
Student growth.  Although a precise percentage was not indicated, some part of a 
teacher’s evaluation had to be based on student growth. Music was a “non-tested 
subject,” which meant that there was no annual standardized exam. So, music faculty and 
administrators were left to propose district-determined measures (DDMs) of student 
growth in music. All three of us worked in progressive school districts that were on the 
forefront of this DDM initiative, and each of us felt pressured to create the measures 
quickly. Despite some initial reticence toward evaluating teachers based on student 
growth, the three of us were fairly adamant that we didn’t want the DDMs to be “one-
offs” that had no tie at all to what the teachers were actually teaching. As Ana said, 
“Wrapping our brains around growth and measuring growth, some teachers still struggle 
with that concept.  But we just try to make the tasks as authentic as possible, so that it is 
meaningful and doesn’t simply add busy work for the kids or the teachers.” 
Ana spoke foremost about the amount of time that she had invested in this 
process: “I was very involved with meetings with representatives from the DESE, and 
meetings with administrators from other districts.…We spent all of our meeting time and 
professional development time for more than two years working on creating DDMs and 
redrafting them.”  After those meetings, Ana brought the creation of DDMs to her 
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teachers: “We realized that, before we created the assessments, we really need to figure 
out what we were teaching, where the assessments could fall, and in which grade levels 
we'd be assessing what. So we spent about a year doing that, then another year creating 
DDMs and piloting them.  After actually implementing the assessments, the teachers 
realized that many of them didn’t generate good data. So we went back to the drawing 
board!”  The process of designing common assessments took Ana and her staff back to 
the curriculum: “We had to redesign—completely redesign—much of our curriculum 
first.”  
When Mike introduced this initiative to his staff, most of the staff responded, 
“Wow, this is a validation of ourselves as professionals as important as the tested core. 
Let's do it!” Mike described all the good discussions he had with the music staff, and how 
they developed assessments by examining state and national standards for music 
education in combination with their district curriculum. He described his staff struggling 
with the creation of the assessments. He commented, “I think the curriculum was fine. 
The measurement was wrong.” In the end, “the DDM itself told us nothing. It told us 
three, two, one. But there was a conversation around it, which was the more important 
thing.” For Mike, the best conversations among the teachers were about accountability 
for student learning:  “How do you know that the kids learned what you taught them? I 
think the advantage of these district determined measures is that it gives you that kind of 
feedback.”   
Like Ana and Mike, I spent endless hours in meetings talking with other 
administrators and doing my own research to figure out what student growth assessments 
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might look like in our school district.  In the beginning, the music teachers were 
optimistic and they jumped into the work.  We spent almost two years of professional 
development time creating assessments and piloting them.  We would figure out what 
worked and what didn’t, and then we would go back and revise.  We took care to make 
sure that we were embedding these assessments into our curriculum, so we ended up also 
doing some curriculum revision along the way.  As I said to Ana, “Essentially we looked 
at what we were already doing, and how the assessments could be worked into the 
curriculum to enhance it, not hinder what the teachers were doing.”   
Our biggest source of frustration about the process was the amount of time it took 
to create very few assessments, but Ana still tried to take a positive attitude: “I think that 
designing the common assessments can help us be really conscious of our curriculum, 
and can help encourage differentiated teaching, because we have formative data on each 
student.”  She continued by telling the story of a teacher who was surprised when she 
taught a concept and then used one of the assessments to demonstrate what the students 
had learned. When she saw the results of the assessment, she realized that the students 
had missed the bigger picture.  Ana commented that this became a starting point for 
conversation among teachers and that she helped to encourage them to “look at how they 
might be able to adjust their teaching practices to make sure that the kids get it.” She 
commented that “between generating a better understanding of what students actually 
learn, and starting really useful conversations about sharing the best practices,” the 
assessments did have some value.   
At the same time, all three of us worried about whether our teachers were 
   
156 
becoming disheartened with the process of creating and piloting assessments. Many of 
our assessments were based around state and national standards, and Ana remarked: “I 
think some of the teachers became uncomfortable because they realized they never taught 
some standards.”  This was not because they were ineffective teachers, but because there 
was not enough time to get to everything. Mike told a similar story of a veteran art 
teacher, who was a very good teacher, whose students bombed the DDM she had created 
for them. He recalled that this teacher was “shocked,” because she thought of herself as 
an effective teacher. Mike also spoke about his instrumental teachers, who got “nit-
picky” with the assessment they designed. They soon discovered that there was no way 
they could administer the DDM and prepare for concerts at the same time, and they 
panicked. Mike commented on the extra time he suddenly needed to spend with teachers 
to coach them through the design of reasonable, yet meaningful assessments. 
Ana also noticed that teachers were “unclear how DDM scores may or not be tied 
to teacher evaluation. There is a lot of sensitivity and worry, fear, defensiveness 
surrounding this [student] data. There are teachers who during the pilot year got low 
growth on one DDM, and moderate growth on another DDM. They were very concerned 
about how this type of situation might impact their overall rating.” Ana was most 
concerned that the trust, collegiality, and professional collaboration that she had tried so 
hard to encourage quickly became undermined by the teachers’ worries about how their 
status would be affected by student growth scores. 
My own experience mirrored what Mike and Ana described.  I also had teachers 
who were shocked at the outcomes of their DDMs, and they worried about how student 
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growth scores were going to affect their rating and evaluation.  I constantly had to help 
them pilot and evaluate the results of DDMs, help them revise the assessments, and be a 
sounding board for them so they could develop new ideas and continue the conversations 
they had begun.   
It became fairly obvious to the three of us that the role of a content area 
supervisor was an important one in these reforms. Ana walked me through the process: 
At the beginning, “my job was to keep in mind what the DESE was requiring, to guide 
the teachers and provide structure and feedback.” She then led the staff through a 
complete re-design of the curriculum. “I would meet with everybody, kind of lead them 
through, really encourage them to take ownership of each assessment. But I had to be the 
bad cop sometimes and tell them things they didn’t want to hear.” After the design work 
was done with the teachers, Ana had to monitor the scoring process. “I was responsible 
for completing the final check list provided to us by DESE, and taking the DDM and the 
checklist to our district vetting team.” On top of that “I made sure that the teachers 
adhered to the time lines that they generated, had them send me all of their data, and 
crunch the numbers for all the DDMs. I post them on a secure website and then lead the 
teachers twice a year through data analysis.”  
 Mike described his role in the process as a coach.  He commented, “I think there's 
got to be a point man on it. Somebody has to be holding the bag at the end of the day. 
Somebody's got to be holding folks accountable to get it done one time, and someone to 
sit there and process with.”  He talked about himself being a “neutral party” in the 
development of assessments, because the teachers needed to have ownership for the 
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assessment they designed.  However, “they needed to bounce it off of someone else to 
troubleshoot it and see where the problems might lie.”  These assessments were created at 
all levels and all disciplines, and Mike again described his role as  “the guide on the side. 
We would sit together and we'd bounce ideas back and forth. I did have control over it, 
because I would have to sign off and approve [the assessments]. My goal was to guide 
them through to something that that was beneficial for the teachers and beneficial for the 
kids.” 
 Again, my stories were similar to Ana’s and Mike’s stories.  The DDM process 
began and ended with me. I carefully set up the process at the beginning, engaging 
teachers in conversations about the most important areas in which to measure student 
growth.  It was important for me that the teachers took ownership for their work.  
Although I felt like I needed to stay one step ahead of them, ultimately the content 
decisions belonged to the teachers. They are the experts in the subject they teach, and 
also the experts on the students in their classes.  My job was to offer suggestions and 
feedback, and also to see a bigger picture of how the assessments would align across the 
department. I often ask myself if the teachers could have done this on their own.  Perhaps 
they could, but I agreed with Mike that there needed to be a point person to encourage 
collaboration, support teachers, offer feedback and hold them accountable. I also agreed 
with Ana, that involving the content area supervisor in the process was key because we 
could see “how a teacher is using appropriate teaching and assessment practices to 
encourage learning.” That was helpful when we needed to make an overall judgment of a 
teacher and provide a growth rating.   
   
159 
Recognizing Knowledge Communities 
In this section, I give examples of the knowledge communities Mike, Ana, and I 
spoke about as we retold stories of our lives as teachers and administrators. Craig (1992) 
defined knowledge communities as “groups of two or more people who meaningfully 
associate with one another.  The people in our knowledge communities are the people 
with whom we story and re-story our narratives of experiences” (p. 168). Whether 
intentional or emergent, knowledge communities become a safe place for participants to 
tell and re-tell stories, and create new meaning about their own experiences through 
others’ stories.  
 At the beginning of my student teaching experience I felt the hierarchal nature of 
the relationship with my cooperating teacher, yet he insisted on treating me as an equal.  
After I taught a lesson, I felt safe in following up with him and I knew he wouldn’t talk 
down to me.  He had a way of asking me questions that taught me to reflect and find the 
answers for myself.  Moreover, he created a safe space for me in his classroom, 
encouraged me to express myself, take risks, and find my identity as a teacher. 
Considering Craig’s ideas about knowledge communities, there was definitely an 
originating event:  I was thrown into student teaching, and my cooperating teacher was 
the one who was there most frequently for conversation. Although he had some 
evaluative authority, it turned out that I could talk to him about anything, and in turn, he 
talked to me, which changed my views about the everyday work, frustrations, and joys of 
a veteran music teacher. Although we lost touch for a few years after I began teaching, 
we eventually became reacquainted, rediscovering the safe space that had existed almost 
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twenty years earlier.  
Ana did not have the kind of student teaching placement where she felt a close 
relationship with her cooperating teacher. Still, in her first job, Ana shared a classroom 
with a veteran teacher, and those circumstances led them to watch one another’s teaching, 
and generate conversations in between. This mentor had no formal evaluative 
responsibility over Ana, but Ana said,  “She was my real teacher. That was my authentic 
student teaching experience.”  Ana smiled as she recalled the moments that she and this 
teacher shared over that year; “Because she was my direct peer, I was really open to her 
suggestions, and she was my music education idol. Over time, it became a real joint 
collaboration, rather than me just desperately clinging to her coattails.” The simple 
circumstances of sharing a classroom, which could have been unnerving for a young 
teacher, brought a knowledge community together that lasted for several years, and this 
knowledge community changed Ana’s approach to music teaching. It may have changed 
the veteran teachers approach as well.  
 Mike had a different perspective on knowledge communities.  Throughout his 
career, he seemed most connected to administrators. For example, he recalled being 
closely connected to his first music supervisor: “You know somebody has your back 
because they pull you aside and they say, ‘Can you think of another way you could have 
handled that?’ They’re not yelling at you, but just saying, ‘we’ll approach this together.’”  
The originating event may have been a disastrous lesson by a young teacher, but the way 
in which the supervisor addressed the issue made a big impression on Mike. As he 
became an administrator, Mike formed knowledge communities with other administrators 
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in the district. He recalled one particular relationship with a school superintendent: “I 
learned so much from that one individual. He knew kids, he knew teachers, knew parents, 
and he had a vision of a what a school district should look like, with all the parts working 
together even if they didn’t understand each other.”  Early in his career, Mike found a 
safe space with an administrator who shared knowledge about teaching; consequently, 
Mike was never afraid to initiate knowledge communities with administrators.  When he 
became an administrator, he often initiated knowledge communities with teachers. For 
Mike, trust and collegiality were foundational to knowledge communities. 
Both Mike and Ana found a knowledge community in the state music supervisor 
organization. Ana said,  “It can feel isolating being a music administrator, and I have 
been able to hook up with a lot of great administrators from around the state who I can 
bounce ideas around with. That's been a big support system.” As he became an 
administrator within his own school, Mike realized that his associates were changing. He 
commented that “I realized that the circle didn't extend out into the staff as far as it did 
when I was a teacher. …I deliberately chose not to go out drinking on Friday afternoons 
with my companions to avoid the conflicts. There's some isolation that goes along with 
that.”  Mike got involved with the state organization and found a community of music 
supervisors with whom he could share ideas about music programs. For Mike and Ana, 
becoming an administrator meant leaving established knowledge communities behind.  
The state organization of music supervisors was an example of an intentionally 
established knowledge community that allowed Mike and Ana to escape some of the 
isolation they felt in their daily work as music supervisors.  
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 As we shared our stories for this study, Mike and I noted that we constructed or 
maintained knowledge communities with teachers who were not music teachers. As Mike 
entered his first administrative position, the art teachers immediately believed he would 
favor the music teachers. That was the originating incident that began Mike’s knowledge 
community with his art teachers. He described the initial relationship: “We had a few 
rough tangos the first few months.” He soon discovered that the art teachers simply  
“wanted a chance to talk and share their lessons, their ideas, their creativity with one 
another, and not to be isolated as specialists in their own individual buildings.”  Mike 
worked with the art specialists to make those things happen.   
 When I became an administrator, I inherited a department of three theater 
teachers, with whom I had attended graduate school. A couple of years into my tenure in 
administration, we hired another theater teacher who had just completed her degree in 
theater education from the same university. Unlike the knowledge community Mike built 
with his art teachers, there was no precipitating event that began this community. We all 
came out of the same program and spoke the same language about drama pedagogy—our 
relationship was collegial from the start. I did feel sympathetic toward the theater 
teachers because they were a small group, and they had often been overlooked in 
meetings that included the much larger music staff. I always tried to tap into their 
pedagogical knowledge, especially in professional development time, in order to ensure 
they felt included and felt that they were contributing to the larger issues in the 
department.   
After we became music administrators, Mike, Ana, and I did not try to form new 
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knowledge communities with our music teachers. We had been part of knowledge 
communities with them when we were teachers, and we had built friendships, but our 
relationships had changed. We were not merely coaches or mentors, but we also were 
their evaluators. As content area supervisors, we were placed in a hierarchical 
relationship with music teachers, which did not happen instantaneously, but it evolved 
over time. As a teacher, I had friendships with many of the music teachers in my district. 
I hoped that I was still acting in a respectful way, and that they knew that I had not 
become part of the conduit, passing along stripped-down theory and implied prescriptions 
for their teaching (Clandinin and Connelly, 1995, p.14). Still, I had been a teacher, and I 
recognized the possibility that an administrator could be perceived in that way.  
 During the process of writing, piloting, scoring, and revising DDMs, however, 
Mike, Ana, and I encouraged our music teachers to form knowledge communities of their 
own. Ana described it this way:  “My job was to keep in mind what the DESE was 
requiring, to guide them and provide structure and feedback…I would meet with 
everybody, kind of lead them through. Really encourage them to take ownership of each 
assessment. They shared a lot of ideas, and it's been a good collaborative tool.”   
Similarly, Mike talked about being the “guide on the side”. He commented that “My goal 
was to guide them through to something…that was beneficial for the teacher, and 
beneficial for the kids.”  
 Our efforts to develop DDMs were surrounded by curriculum restructuring, 
examining state and national standards, and examining what we believed to be most 
important in music teaching. Although there may have been some music administrators 
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who went about the process in an authoritarian way, Mike, Ana and I believed that the 
most sustainable changes would occur if our music teachers were deeply involved and 
invested in the work. It was not easy work for anyone.  Even though we had moral 
support from our school districts, we had little guidance from them or from the DESE. 
Our teachers looked toward us for guidance, but they did the majority of the design and 
implementation work. As Mike, Ana, and I told these reform stories, it became clear that 
this intense effort developing DDMs was a lonely time for each of us—so lonely for 
Mike, in fact, that he decided to retire.   
When I initially reached out to Mike and Ana to contribute to this inquiry, I did so 
with hopes of learning more about their stories of evaluation—evaluation stories and 
stories of reform—reform stories. I wondered who their allies had been in the transition 
from teaching to administration, and where they had found their greatest challenges, 
especially in our state’s most recent reform efforts. Although my inquiry didn’t begin 
with the intent to form a knowledge community, Mike, Ana, and I found that our time 
together created a safe place to share stories and listen to the stories of others. By 
listening to each other, we gained greater perspective on our own stories. Although we 
don’t meet on a regular basis anymore, we still see one another, and we recognize that 
our relationships led us to see the world, and our roles as music supervisors, in a new 
light.   
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CHAPTER 6: SUMMARY AND IMPLICATIONS 
Our story constellations are complex; however, there are many similarities in our 
experiences.  Mike, Ana and I felt comfortable re-telling our stories in each other’s 
company. We listened to each other, learned from each other and began to think about the 
future.  As I reflected on these conversations, I considered how all of our stories 
resonated together. In this final chapter I summarize the research problem and questions, 
and I briefly describe the process of inquiry by which I attempted to capture the stories 
that Mike, Ana and I shared. Continuing, I compare the stories of evaluation that we told 
with our evaluation stories, and our stories of reform with our reform stories, thus 
following Craig’s lead in constructing story constellations about music supervisors.  
Finally, I attend to the implications of this inquiry for practice and further inquiry. 
Summary 
Race to the Top (RttP) was used to focus school reform on the improvement of 
teaching through teacher evaluation based on student growth data. Papay (2012) was 
among the researchers who argued that “evaluators must be well-trained, knowledgeable 
about effective teaching practices, as defined in the standards, and able to analyze 
observed practices to determine how well teachers are meeting those standards” (p.135). 
However, researchers expressed concern that evaluation solely based on student growth 
was not productive if the overall goal was to improve education. They contended that 
teacher evaluation should have multiple purposes: it should be used not merely for 
employment decisions, but also to promote teachers’ professional development (Papay 
2012; Marzano, 2012).  Hill and Grossman (2013) claimed that subject-specific 
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observation instruments and content-area experts were the best means of supporting 
teachers and helping them improve their practice. In light of this assertion, I assumed that 
music supervisors had vital expertise that could be useful in the present era of reform, yet 
when I explored the music education research literature, I found very few studies where 
music supervisors were represented.  
I continued my search for a research framework by exploring Craig’s work on 
knowledge communities, some of which focused on a long-term study of T. P. Yaeger 
Middle School as its teachers and administrators were engaged in curricular reform (cf. 
Craig, 2007, 2009, 2010).  Although the reform explored in Craig’s research was not 
strictly parallel to current education reforms, she nonetheless described issues relevant to 
teacher evaluation:  
• Evaluators can get caught up in the broader rhetoric of reform and 
consequently miss local, lived stories;  
 
• Among teachers, there are different versions of professionalism, and therefore 
different ways in which professionalism is enacted;  
 
• Mistrust in the evaluation process typically occurs when the teacher’s version 
of professionalism goes unacknowledged;  
 
• There is a long history in education of a theory-practice-reform divide that can 
cloud teachers’ and administrators’ humane relationships and good intentions 
toward evaluation. (Craig, 2010, pp. 1297-1298)   
 
 
Although these issues did not drive the present study, they shaped my thinking about the 
knowledge landscapes of music supervisors.  I entered into an administrative role from a 
teaching role, as did most other music supervisors I know. I continue to teach in addition 
to my administrative duties, and the same is true for other music supervisors. Assuming 
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these circumstances were typical, I surmised that they make music supervisors’ 
knowledge landscapes complex.  The people who interact with the music supervisor on 
the knowledge landscape include not only music teachers and students, but also other 
teachers, including drama and visual arts teachers.  The knowledge landscape includes 
other administrators, such as school principals, superintendents, and other content-area 
supervisors. Given Craig’s contention (1992) that knowledge communities are formed on 
the knowledge landscape it was reasonable to assume, for purposes of this inquiry, that 
music supervisors formed a variety of knowledge communities, both with teachers and 
with other administrators.  Within those knowledge communities, different versions of 
professionalism and how professionalism were enacted, and there was ample opportunity 
for trust or mistrust to occur.  
Therefore, this narrative inquiry was undertaken to portray music supervisors’ 
knowledge landscapes and knowledge communities through their story constellations in 
the midst of education reform brought about by Race to the Top with its focus on teacher 
evaluation based on student growth. The purpose of the study was to investigate the lives 
of music administrators as narrative constructions and examine the contexts and 
knowledge communities within which those narratives were shaped. The following 
questions guided the study: 
• What stories do music administrators tell about their experiences of being 
evaluated? 
 
• What stories do music administrators tell about supervising and evaluating 
teachers? 
 
• How are music administrators’ stories of evaluation related to their stories 
about school reform? 
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• What kinds of knowledge communities do music administrators form to tell 
and retell their stories of evaluation and stories of reform? 
 
Through narrative inquiry, I attempted to depict the lives of myself and two other 
music supervisors. Prior to my first meetings with Mike and Ana, I had planned six 
conversations; however, as our conversations deepened, the topics I had planned were 
cast aside. We discovered that our experiences as music supervisors did not 
compartmentalize neatly. We returned to some topical areas multiple times, and we 
ignored others. 
We were aware of the three-dimensional space of narrative inquiry (Clandinin & 
Connelly, 2000), and we attended to temporality as we told stories related to our first 
experiences being evaluated, as well as the transition period between being a teacher and 
of becoming an administrator.  As we spoke about the various knowledge communities 
we had formed, we attended to sociality. Place became important as we talked about 
those observing and giving feedback to teachers, facilitating teachers’ construction of 
student growth assessments, and giving summative ratings to teachers.  
We recorded our conversations, and as they came to an end, I created transcripts 
from those recordings. I removed identifiers of specific school districts or named 
individuals, and I began to re-order the conversations according to themes I perceived.  
Then, I sent the re-ordered transcripts by email to Mike and Ana, who made strikeouts, 
changes, and additions as needed. Co-construction of this interim text continued until 
each participant was satisfied that the transcriptions sufficiently illustrated the complexity 
of his or her temporality, sociality, and place.  The final research text was represented in 
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script form as ten scenes related to the themes we had uncovered, and I subsequently 
interpreted those scenes. 
While constructing the research problem, I drew on Pembroke and Craig (2002), 
who wrote that teachers crossed the boundary between the in-classroom space and the 
out-of-classroom space multiple times daily, and therefore had a “matrix of stories: 
teacher stories—stories of teachers, school stories—stories of schools” (p. 789). I made 
the suggestion that music supervisors also had a matrix of stories because, as content area 
specialists, they spend so much time crossing between the in-classroom space and the 
out-of-classroom space. Craig’s research on T.P. Yeager Middle School (2007, 2009, 
2010) added paired reform stories—stories of reform to the matrix, which I have 
replicated, and I have extended the matrix by adding paired evaluation stories—stories of 
evaluation.   
Story Constellations 
As Mike, Ana, and I told our stories, they began to revolve around themes of 
support and trust, professional isolation, uncertainty, and empathy. I recognized that on 
many occasions we told cover stories while in the company of teachers, and even with 
other administrators. Stories we told to each other were different than the stories that we 
could told publicly. In the safety of each other’s company, we could also share raw 
emotions that accompanied our stories.   
Mike, Ana, and I told similar stories of being evaluated, and not all of them were 
about formal evaluations. Our stories ranged from being observed by music supervisors 
to being observed by principals with no music experience; however, what stood out were 
   
170 
the relationships of support and trust built by those evaluators from whom we learned the 
most.  When we did not feel supported, we felt isolated, as if our professional growth 
depended on us seeking opportunities outside of our school districts. These stories of 
support and isolation were not only paired teacher stories—stories of teaching, but they 
were also evaluation stories—stories of evaluation; that is, the strength of these stories 
followed all three of us into our administrative positions. 
Mike, Ana, and I all began as teachers in our district and became evaluators of our 
colleagues.  We had established relationships with those colleagues, and the process of 
renegotiating those relationships was challenging. In the midst of renegotiating our 
relationships, stories of evaluation were about what we did to balance mentoring and 
professional development with giving ratings and making teacher status decisions. But 
our evaluation stories highlighted the uncertainty that we felt as beginning evaluators:  
We often evaluated teachers as we ourselves had been evaluated, and we had few ideas 
about how to encourage change in a teachers’ practice.  Our stories of evaluation all 
elaborated on the importance of content-specific evaluators providing feedback specific 
to our primary area of music; however, in our evaluation stories we struggled to maintain 
credibility with art and drama teachers, for whom we also had evaluative responsibility. 
These stories brought to light how hard we had worked to gain the trust of the teachers 
who knew we were not specialists in their subject.  Regardless of which teachers we were 
evaluating, those early evaluations were rough, and we laughed and cringed as we 
remembered our experiences. We all concluded that it was the process of actually doing 
observation and evaluation that improved our own practice as evaluators, however that 
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took many years.  
Ana, Mike, and I worked in the midst of school reforms that were focused on 
teacher improvement, and evaluation was a major part of the reforms. When we were 
teachers, most of us experienced an evaluation system that required three observations a 
year and a summative write up, so our first stories of reform were about moving to a 
system where full observations, mini-observations, educator growth plans, and evidence 
of student growth through common assessments were integrated.  Our reform stories 
were about being put in charge of linking evaluation of student growth in the arts to 
evaluation of teachers in our districts with no model to follow.  
The longest and most in-depth conversations of this study were about student 
growth assessments, and Mike, Ana, and I expressed a great range of emotion while 
telling and retelling these stories. During the conversations, our stories of reform were 
about how we coached our teachers to construct district-determined measures (DDMs). In 
these stories, we, as content area supervisors, were needed to provide structure and 
feedback, and to encourage conversation and collaboration among the teachers.  
Although our processes and final student assessments varied, our reform story was 
unified: we had spent an inordinate amount of time just to stay a few steps ahead of our 
teachers. In our stories of reform, we expressed how important it was for teachers to be 
deeply engaged and invested in considering how their students’ growth was best 
demonstrated. However, our reform stories expressed our fears that lack of validity in 
such high-stakes assessments would make teachers disheartened about their teaching and 
might eventually cost them their jobs.  
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 I began this research most interested in the knowledge communities where the 
story constellations came to light. Our teaching stories were full of veteran colleagues, 
cooperating teachers, and even some administrators who observed our teaching and gave 
us honest feedback, which validated Ana’s and my efforts and woke Mike up from 
complacency. When others were open, communicative, and collaborative, regardless of 
any hierarchy in relationship, we felt supported. In our evaluation stories, Mike and I 
found a strange dichotomy: We formed knowledge communities with the art and drama 
teachers in our districts because we were eager to understand their work better, and eager 
to demonstrate to those teachers that we could be trusted. We also were empathetic, 
because we had been evaluated by administrators who knew nothing about our 
disciplines. Once we became administrators in our school districts, however, we found it 
difficult to continue the knowledge communities we had previously formed with other 
music teachers in our districts. In our stories of evaluation, we told the music teachers 
that, although we wished for openness and good communication, we now had the 
responsibility to do the hiring and firing, evaluating student growth data, and assigning 
ratings to teachers.  In our evaluation stories that we told only to one another, we said that 
it was sad to leave those long-standing relationships behind.  
Our reform stories were told in the company of all the arts teachers in our 
districts. We said it was important for them to have their own knowledge communities, to 
build trust and solidarity with one another in a time of high-stakes evaluation. Our goal as 
supervisors was to be the “guide-on-the-side,” allowing the teachers the freedom to share, 
explore, and connect with each other, without an evaluator present. Ironically, while we 
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encouraged these communities among our teachers, each of us became further isolated.  It 
was reminiscent of the isolation we felt early in our teaching careers when we could not 
get accurate or trustworthy feedback on our teaching.  
 Although it was not the intent of this inquiry, Mike, Ana, and I recognized that we 
were forming knowledge communities with one another by telling stories that we could 
not reveal to teachers or to other administrators.  Those included becoming responsible 
for a new evaluation system with little help or guidance, our fears that teachers would 
become discouraged and disheartened by the results of the DDMs, and the loneliness we 
felt as we invested so much of our time and energy into setting up the DDM process. The 
trust and support we had once found with our first evaluators, we now found with one 
another.  
Implications for Practice and Further Inquiry  
We tell each other stories to recall our life experiences and the emotions 
associated with them. As we retell our own stories, they are often woven with the stories 
we have heard from others. Still, through narrative inquiry, researchers suggest that there 
may be something more universal in our stories, that they contain implications for 
practice and for further inquiry. I now turn to discuss the possible implications of this 
narrative inquiry. 
Isolation. Through the stories we told, it became evident that Mike, Ana, and I 
were aware of the isolation we sometimes felt as new teachers, and consequently we 
devoted time toward bringing music teachers together so they could form knowledge 
communities within our school districts. We were successful in our efforts, but ironically, 
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as the music teachers formed their knowledge communities, Mike, Ana, and I each 
became more isolated in our work. This was why we found our conversations together so 
enriching; we had gone for months (and perhaps longer) without sharing our evaluation 
stories and reform stories.  
Some researchers have indicated that, because of their isolation, arts teachers need 
spaces where they can pursue authentic professional learning in a collaborative way 
(Stanley 2009; Meier 2012; Greene 2015). One implication of this inquiry is that content 
area supervisors need consistent opportunities to interact with one another and share their 
stories of experience. First, knowledge communities for content-area supervisors could be 
intentionally created within school districts, in which case, supervisors would have 
conversations across content areas. However, in the field of music education, there exist 
state, regional, and national conferences where music supervisors could meet, interact, 
and tell their stories of experience. The infrastructure for these conferences already exists, 
and some music supervisors already attend conferences to make formal presentations. It 
would be more helpful if sessions were organized as conversations, so that music 
supervisors could hear the perspectives of others as they consider how to make changes 
in their own situations. This recommendation should be considered by state and national 
organizations, as well as by music supervisors who propose sessions to these 
organizations.   
Pace of Change. Although Mike, Ana, and I had some general guidance from our 
school districts as new evaluations were implemented, we were thrown into situations 
where we had to figure things out, with no models on which to draw. We spoke about 
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feeling lost wondering how new regulations applied to our fields, and we agreed that 
knowledge communities with other music supervisors would have been useful to us as 
reforms related to teacher evaluation were first announced.  As we were engaged in this 
inquiry, the latest version of the Elementary and Secondary Education Act, known as the 
Every Student Succeeds Act (ESSA), was signed into federal law. According to 
Sawchuck (2016), one of the most significant changes to the regulations is that teacher 
evaluation no longer must be based to a significant extent on students’ standardized test 
scores. This change to federal law means that evaluation procedures in school districts 
will soon change. Some state boards of education already have proposed using 
examination of student growth as a core aspect of teachers’ professional development, 
rather than an aspect of summative evaluation and status decisions.  Charlotte Danielson 
(April, 20, 2016) confirms:  
It makes sense to design personnel policies for the vast majority of teachers who 
are not in need of remediation. And, given the complexity of teaching, a 
reasonable policy would be one that aims to strengthen these educators practice. 
Personnel policies for the teachers not practicing below standard…would have, at 
their core, a focus on professional development, replacing the emphasis on ratings 
with one on learning. (p. 20) 
  
The experiences that Mike, Ana, and I related implied that the pace of change in 
education reform has been swift, and changes that soon will result from passage of ESSA 
reinforce that notion.    
Consequently, music supervisors may not have time to wait for professional 
conferences to begin changing their evaluation practices. At the same time music 
supervisors mitigate our isolation, we need to acknowledge the pace of change. With 
technology playing such a prominent role in education, I wonder if an online platform 
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could be created so that music teachers or supervisors could meet virtually at almost any 
time and call upon one another’s knowledge.  The use of media such as Facebook, 
Twitter, blogs and websites could open up a virtual community to music supervisors, 
accessible at any time. 
Knowledge communities among administrators. Researchers have found that 
music teachers tend to view a principal’s evaluation unfavorably, and also that content-
area administrators provide more comprehensive and detailed feedback than principals 
(Maranzano 2002; Goddard 2004). Furthermore, principals in Goddard’s study (2004) 
believed that a music consultant could be helpful to them in the process of evaluating 
music teachers. Such findings suggest that content-area administrators are important 
mainly because of their content knowledge; however, Mike and Ana told stories about 
non-music administrators with whom they had built trusting and communicative 
relationships. The experience of being evaluated by such non-music administrators was 
helpful, even if it lacked details about music. It would be interesting, then, to 
intentionally form knowledge communities of music supervisors and principals—those 
who have no music background—to find out how we view one another. We could 
examine such issues as how prior experience being evaluated influences current 
evaluation techniques, what we take in immediately when we enter a teacher’s classroom, 
the meaning we make from criteria on an evaluation form, and how we offer feedback.  
Coinciding with the stories of experience that came out of this inquiry, perhaps we could 
consider how we advocate for teachers.  The implication is that such knowledge 
communities might lead toward more informed and more consistent evaluation of music 
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teachers.  This recommendation could be intended for local school districts, where 
principals and music supervisors interact on a regular basis, or professional associations 
that could bring together music and non-music administrators from a variety of locations 
to interact with each other.   
Replication and Extension of this Inquiry.  This study was limited to three 
participants from school districts in Massachusetts that were very similar in size and 
demographics. Thus, the job description of the music supervisor was similar in all 
districts. I wonder if the stories that Mike, Ana, and I told might be different from music 
supervisors in school districts that are smaller, larger, more rural or more urban. As 
indicated previously, the passage of ESSA means that decisions about teacher evaluation 
will now be made by states; there will be no more mandates from the federal level (Every 
Student Succeeds Act, 2016). Consequently, it will be important to differentiate the 
stories of Massachusetts music supervisors from those of music supervisors in other 
states. As the knowledge landscapes of many different music supervisors are explored, I 
imagine that new evaluation stories—stories of evaluation, and reform stories—stories of 
reform will be added to the matrix. Likewise the stories of other content-area supervisors, 
as well as principals could be added.   
 Using our stories as a point of departure, there might be a way to better anticipate 
concerns that music supervisors have, and how these concerns unfold as teachers move 
into administrative roles, and as content-area administrators become more experienced. 
As beginning evaluators, Mike, Ana, and I focused more on how to get evaluation “right” 
within the systems of our school districts.  As we gained more experience, we were 
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concerned with how to help teachers improve their practice, giving feedback that was 
meaningful. Still later, as we understood how we could be change-agents in our school 
districts, we became more vocal in our advocacy for teachers, and we were able to set our 
own egos aside, fostering knowledge communities that would allow teachers to learn 
from each other.  Although these general patterns can be observed in our stories, and on 
our knowledge landscapes, broader inquiry would need to take place over a longer period 
of time to establish whether these patterns exist for all music administrators.  
Content-area administrator as teacher advocate. In previous narrative 
inquiries, administrators have not been featured prominently in knowledge communities 
(cf. Craig, 2007, 2009, 2010), but during the course of this inquiry, it became evident that 
music supervisors and teachers exchanged knowledge often. Because the teachers were 
not part of this inquiry, the extent to which they freely shared with administrators remains 
unknown. Like Ana at the beginning of her teaching career, teachers may feel the need to 
have their knowledge validated by their administrator, rather than having a more equal 
exchange.  Researchers have suggested that the roles of evaluator and coach might be 
separated (Maranzano 2002; Goddard 2004), with principals assuming the role of 
evaluator and content-area supervisors assuming the role of coach. It would be interesting 
to study knowledge communities comprised of teachers and content-area supervisors who 
do not have evaluative responsibilities. Might such knowledge communities add the role 
of advocate to the role of coach for the content-area supervisor? Might this become a way 
to incorporate teachers’ professional knowledge and perspectives into evaluation?  The 
stories told during this narrative inquiry suggest that teacher advocacy is an important 
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aspect of the role of the music supervisor.  
Using professional development to improve teaching.  Researchers have 
highlighted the dual purpose of teacher evaluation; one purpose described as formative, 
leading to specific feedback and ongoing support for a teacher’s professional growth, and 
the other purpose described as summative, leading to status decisions about teachers 
(Barton 2010; Donaldson, 2013; Taylor & Tyler, 2012).  Central to the stories that Mike, 
Ana, and I told were the challenges of managing these dual roles. Like the principals in 
Donaldson’s research (2013), Mike, Ana, and I preferred to use professional development 
as a means to improve teaching, instead of summative evaluations or dismissal. As we 
matured in our administrative positions, we sensed that we did our best work guiding 
teachers toward setting goals for themselves and their students and becoming more 
reflective on their students’ work.  Mike told how he had a collaborative model in place 
in his district well before any of the recent reform initiatives, which worked well for him 
and his teachers.  Ana and I both used the new teacher evaluation system to help open up 
conversations with our teachers. Still, we could never focus solely on the professional 
development—on being the “guide on the side”—because we also were evaluators.  We 
had to rate teachers’ performance with criteria that had been determined by the state.   
An assumption behind value-added measures is that effective teaching causes 
better student performance. Although the validity of this assumption has been questioned 
(ASA, 2014; Baker et al., 2010; National Research Council & National Academy of 
Education, 2010) it nonetheless pervades the new reforms; consequently, effective 
teaching has become equated with school accountability. In the process, a short-cut often 
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is made, assuming that the act of giving a teacher a summative rating can improve overall 
school performance. As Craig (2010) indicated, evaluation is “a human enterprise, one 
that must be conducted humanely” (p. 1297), and the principals in Donaldson’s study 
concurred that teaching was not likely to improve through summative ratings. What if we 
could show through research that some forms of professional development were more 
effective than others, that some professional development could improve teachers 
understanding of their students and could lead toward students’ critical thinking and 
flexible problem-solving? Highly effective professional development would likely vary 
by content area, so content area specialists would be important in an implementation 
process. Developing a body of research linking effective professional development with 
student learning would not only help teachers and students, it would help music 
supervisors reconcile their conflicting identities.   
My Epilogue 
 Teachers and administrators live and work together every day, and they are 
constantly engaged in stories that have no beginning and no end. Through the process of 
storying and restorying, both teachers and administrators construct understandings and 
meaning in a variety of settings and circumstances. We seek to understand not only 
ourselves but also to understand each other, our experiences, and the emotions and 
feelings that inevitably are associated with experience.  To engage with individuals who 
become part of our knowledge communities is to see things in a new light; to learn and to 
create expanded meaning from our experiences, with the goal of growing in our 
profession.  
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My hope is that this unique, in-depth look at the knowledge landscapes and 
knowledge communities of music administrators will encourage others to think about 
their own professional landscapes, and apply this knowledge into their own situations in 
order to consider new possibilities for music teacher evaluation and the reforms in which 
the music education profession is currently engaged.  Clandinin and Connolly (1990) 
stated, “When both researchers and practitioners tell stories of the research relationship, 
they have the possibility of being stories of empowerment” (p. 4).  By telling our stories, 
we can change our lives and the lives of the people around us. We can become 
empowered to make music teacher evaluation a human and humane enterprise.   
we live by stories, 
we also live in them. 
one way or another we are living the stories 
planted in us early or along the way, 
or we are also living the stories we planted— 
knowingly or unknowingly—in ourselves  
We live stories that either give our lives meaning 
Or negate it with meaninglessness 
If we change the stories we live by, 
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APPENDIX A 
Conversation Topic Question Examples 
Support as a Music 
Teacher 
Describe a time in music teaching when you felt most 
supported. 
 





Describe your first evaluation experience and how it connects to 
the way you evaluate teachers now. 
 
What were the other important influences on how you presently 
evaluate music teachers?  In other words, how did you learn to 




Describe the transition between music teaching and music 
teacher supervision.   
 
What did you find most challenging about the transition?  What 
was most rewarding? 
 
Evaluating new vs. 
veteran teachers 
How does the evaluation process change for you between 
evaluating a beginning music teacher and evaluating a more 
experienced teacher?  Which is the more difficult evaluation to 
conduct? Why?  
 
Student Growth What is your process of district determined measures? 
What level of control do you have over the measures? 
How do you think the process is helping improve teaching? 
How do you think the process is helping student’s 
learn/improve? 
 
The process of 
observation vs. 
summative ratings 
How do you bring your observations to the domain rubrics?  
How do you make a judgment about what kind of rating an 
individual teacher should receive? 
From your point of view, does that judgment help improve 
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LEADERSHIP 
EXPERIENCE  MMEA Music Program Leaders Co-chair 2014-2015 
MMEA Eastern District Chair Elect 2014-2016 
NAfME Music Program Leaders Council, Eastern Division 
Representative 2015-2018 
 
GUEST LECTURES Boston University, Boston, MA (2014-15) 
    Curriculum and Instruction Class 
Bridgewater State University, Bridgewater, MA (2015) 
Western Illinois University, Macomb, IL (October 2014) 
Guest Lecturer in Music Education 
 
CONFERENCE 
PRESENTATIONS NAfME Music Research and Teacher Education 
National Conference, Atlanta, GA (March 2016) 
Teacher Evaluation Feedback: Receival, Reactions and 
Resistance 
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Massachusetts Music Educators Conference, Boston, 
MA (March 2016) 
21st Century Musicians: What they need and how to get 
there 
 
Teaching, Learning and Evaluation: Challenges and 
Opportunities for the Music Program Leader 
 
Illinois Music Educators Association, Peoria, IL 
(January 2016) 
     The Intersection of Teaching, Learning and Evaluation 
 
Developing A Culture for Learning in the Ensemble: 
Effectively addressing domains 2 and 3 in Danielson’s 
Framework.  
 
New York State School Music Association, Rochester, 
NY (December 2015) 
The Intersection of Teaching, Learning Assessment and 
Evaluation 
 
Ontario Music Educators Association, Toronto, Canada 
(November 2015) 
     The Intersection of Teaching, Learning and Evaluation 
 
Society for Music Teacher Educators Symposium, 
Greensboro, NC (September 2015) 
     The Intersection of Teaching, Learning and Evaluation 
 
Maine Music Educators Conference, Portland, ME 
(May 2015) 
     The Intersection of Teaching, Learning and Evaluation 
 
Massachusetts Music Educators Conference, Boston, 
MA (March 2015) 
District Determined Assessments: Perils, Pitfalls and 
Pearls 
 
Music Teacher, Program Leaders and Music Teacher 
Educators: Mutual Investment in Teacher Evaluation 
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South Dakota Music Educators Conference, Sioux Falls, 
SD (October 2014) 
Creating Authentic Assessments to Measure Student 
Growth 
 
Western Illinois University, Macomb, IL (October 2014) 
Guest Lecturer in Music Education 
   Music Teaching and Learning in the 21st Century 
 
   The Intersection of Teaching, Learning and Evaluation 
  
MA Music Program Leaders Fall Symposium, 
Westwood, MA (November 2014) 
   The Intersection of Teaching, Learning and Evaluation 
  
Maine Music Educators Association, Orono, ME (May 
2014) 
Creating Authentic Assessments to Measure Student 
Growth 
 
Massachusetts Music Educators Conference, Boston, 
MA (March 2014) 
Student Growth in the Arts 
 
AIME Symposium, Westborough, MA (October 2013) 
District Determined Assessments: Evaluating Student 
Growth 
 
All-Eastern Conference, Hartford, CT (April 2013) 
Speaker for SMTE yearly meeting (Society for Music 
Teacher Education) Topic- Teacher Evaluation in the Arts 
 
Massachusetts Music Educators Conference, Boston, 
MA (March 2013) 
Formative Assessment in the Arts: Evaluating Student 
Growth 
 
Connecticut Music Educators Association, Hartford, 
CT (April 2010) 
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Massachusetts Music Educators Association, Boston, 
MA (March 2010) 
Do-Re-Mi to Bb-C-D: Meaningful Singing for the 
Beginning Instrumentalist 
 
Berklee College of Music, Boston, MA (April 2009) 
    Teachers Teaching Teachers Symposium 
 
